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Abstract 
Subtitling is a complicated and constrained task since it is rife with technical and 
linguistic challenges. Verbal and nonverbal elements have a great role in understanding 
movies, so it is necessary to keep up with both of these dimensions. This study 
investigates the interaction of subtitles with the multi-semiotic aspects of film and 
examines the strategies used in achieving cohesion, with particular reference to English- 
Arabic translation. It highlights the role of the four simultaneous channels, the verbal 
auditory channel, the non-verbal auditory channel, the verbal visual channel and the non-
verbal visual channel, in maintaining cohesion throughout the subtitled material. Toward 
this end, a number of scenes from a 2013 film entitled ‘The Secret Life of Walter Mitty’ 
are chosen as illustrative of the importance and the interplay of these channels. The 
analysis of dialog is based on the cohesive devices articulated by Halliday and Hasan 
(1976) with respect to semiotic elements. Translating dialog alone is generally 
insufficient as images, captions, gestures, signs, sounds and lyrics come into play as well. 
The multi-semiotic features of the subtitled material are useful in shortening subtitles, in 
reducing the amount of space they occupy, but sometimes additional subtitling may be 
required for clarification, particularly with respect to semiotic nuance and complexity. 
Finally, the study considers the kind and degree of attention necessary to factors such as 
expansion and modification due to the style and syntax norms of Arabic. The strategies of 
omission, addition, localization and condensation are used to achieve cohesion 
throughout the subtitled film. 
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Chapter I 
 
Introduction 
 
Overview  
In this age of globalization, telecommunications, multimedia and technological 
sophistication have greatly affected our lives; people from different places and 
backgrounds interact more frequently. Audiovisual translation (AVT) plays an important 
role in strengthening such interaction since it melts the barrier of language and that is why 
there is an increasing market demand for subtitling, dubbing and voice over.   
 
Subtitlers are unseen heroes; they strive to overcome the constraints entailed by the 
technical, linguistic and semiotic nature of subtitling. The main objective of this study is 
to determine the more relevant methodologies and the more appropriate strategies 
necessary in producing cohesive subtitled material in general and a cohesive subtitled film 
in particular. This thesis, accordingly, examines the extent to which verbal and nonverbal 
elements interact.  
 
Chapter I highlights the problem statement and the significance of the study. As subtitling 
is not an isolated academic field, but rather is a branch of Translation Studies, this chapter 
also offers a brief overview of key theoretical issues and practical approaches to the 
discipline and practice of translation as well as some of the more relevant features of AVT 
modes and the concept of text.  
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Chapter II is devoted to the review of the literature related to cohesion and subtitling. It 
deals with the relationship between cohesion and coherence, and the cohesive approach 
proposed by Halliday and Hasan (1976). It also provides an overview of cohesion in the 
Arabic language, the meaning of various processes involved in subtitling, its constraints, 
standards and strategies, as well as the four semiotic channels and the characteristics of 
inter-semiotic cohesion. 
 
Chapter III details the methodology of the study, including the procedures of the study, 
data collection and the purpose of this work. Chapter IV discusses multiple examples 
extracted from the subtitled film ‘The Secret Life of Walter Mitty’. The framework of 
analyzing the dialogs and scenes is based on the cohesive devices suggested by Halliday 
and Hasan (1976) and the four semiotic channels. Chapter V presents the findings and the 
results of this analysis.  
1.1 Statement of the problem 
Watching films is one of the popular ways of entertainment. There are many TV channels 
and websites offering subtitled English movies for Arab audience. In order to help the 
viewers understand and enjoy the film, subtitles must be clear, readable and 
comprehensible.  
Producing a cohesive subtitled film is not an easy task as cohesion is not only attained by 
translating the spoken words and dialogs. Both verbal and nonverbal elements are 
significant; they convey information and complement each other. In other words, dialogs, 
images and sounds must be one unit. However, subtitlers do not always have the adequate 
time and space to render everything.  
In the process of subtitling, film analysis is highly recommended and great attention 
should be given to pictures, images, signs, body language and discursive elements. 
Subtitles should not be too long and distracting, viewers are supposed to be able to see 
what is going on the screen too. On the other hand, films sometimes include songs and 
lyrics and they are mostly not rendered. 
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It is expected that there should be cohesion between subtitles and what is shown or 
displayed on the screen. Thus, subtitlers have a further responsibility than simply translate 
the scenario; they are not only translators, where they perform the task of editors. In order 
to do their job well, they should be able to deal with difficult decisions and judgments on a 
multitude of issues, including, for example, what to omit or to add and whether to keep the 
explicit meaning or to show the implicit one. The main underlying aim, therefore, is to 
propose ways of enhancing the viewers’ subjective understanding and appreciation of 
subtitled films. 
 
Some illusive expressions are meant to contribute to the plot and the actions of the film; 
they are comprehended directly without expecting that they have different meaning. The 
following examples illustrate that:  
Walter: 
‘reading a 
note’ 
 
 
 
 
 
 
 
 
 
 
 
Hernando: 
Walter: 
Heard rumblings LIFE'S done, man. 
Wanted to say thanks. 
Take a look inside, a gift for 
all the years of hard work. 
Sorry about the neg roll. 
I spilled some blood on it... 
while self-stitching 
a gun wound to my abdomen... 
but number 25 is my best ever. 
The quintessence 
of life, I think. 
I trust you'll get it 
where it needs to go... 
you always do. 
What did you get? 
It's a wallet. 
تعمس  ةلجم سلافإب ديفت ةعاشإ)فيلا( 
تدرأ  كركشأ نأ 
رظنأ يف لخادلا، تلسرأ كل ةيده 
كدوهجل لاوط نينس 
فسآ نأشب مليفلا يبلسلا 
خطلت  ءامدلا ضعبب 
امنيب تنك طيخأ حرج قلط يران يف 
ينطب 
نكل ةروصلا ةيبلسلا مقر 25 يه لضفلأا 
ىلع قلاطلإا 
اهنإ ربعت نع رهوج ةايحلا ييأرب 
انأ دكأتم نم كنأ اهعضتس يف اهناكم 
بسانملا 
امك يه كتداع 
ام يذلا تلصح ؟هيلع 
اهنإ ةظفحم 
This is a note sent by Sean to Walter. Sean asks Walter to look inside to see his gift; after 
reading the note, Walter opens the wrapping paper to see that gift. Obviously, it is a 
wallet.   
Sean: 
 
 
 
 
 
That was the gift. 
The photograph. 
The wallet was just something 
I could put it in. 
So, I put it in a little slot, the 
little picture holder in there. 
كلت تناك ةيدهلا 
ةروصلا 
ةظفحملا تناك درجم ءيش عيطتسأ 
اهعضو هيف 
اهتعضوف يف بيجلا ريغصلا صصخملا 
روصلل 
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Walter: 
 
 
Sean: 
 
Walter: 
 
Sean: 
I thought it would be cute. 
I told you, 
"look inside.” 
In the note. 
You said "look inside.” 
I thought you meant look 
inside of the wrapping paper. 
Yeah? Well, you got a real 
nice surprise coming. 
No, I don't have it. 
I don't have it anymore. 
Whoa! 
تننظ كنأ دجتس رملأا   افيرظ 
تلق ،كل  رظنأ"يف لخادلا" 
يف ةلاسرلا 
 
تلق اهيف  رظنأ"يف لخادلا" 
كتننظ دصقت لخاد قرو فيلغتلا 
 
؟ اقح   اذإ كرظتنت ةأجافم ةريبك 
 
،لا مل دعت يدل 
مل دعأ اهكلتمأ 
After his long suffering journey to find Sean, Walter discovers that he has misinterpreted 
the expression ‘Take a look inside’. He must look inside the wallet, not the wrapping 
paper. Below is another example: 
Walter: 
Sean: 
What was the picture? 
Let's just call it a 
ghost cat, Walter Mitty. 
ام تناك ؟ةروصلا 
لقنل  تناك اهنإ 
ةره  اي حبش)رتلاو يتيم(  
 
So the picture is the gift. In this dialog, Sean purposefully gives this answer ‘Let’s just call 
it a ghost cat, Walter Mitty’. It is not clear, but it implies important meaning. The 
conversation below takes place before asking the question above.   
Sean: 
 
 
 
 
 
 
 
Walter: 
Sean: 
Try to be real still, okay? 
There's a snow leopard. 
Right in this ridge. 
So we have to try to be very, 
very, very, very still. 
They call the snow 
leopard the "ghost cat.” 
it never lets itself be seen. 
Ghost cat? 
Beautiful things 
don't ask for attention. 
لواح لاأ ،كرحتت ؟انقفتا 
دجوي كانه رمن يجلث 
دنع اذه فرجلا 
كلذل انيلع لاأ كرحتن ديق ةلمنأ 
 
نوقلطي ىلع رمنلا يجلثلا بقل  رهلا"
حبشلا" 
 
لا رهظي هسفن   ادبأ 
؟"حبشلا رهلا" 
ءايشلأا ةليمجلا لا دشت هابتنلاا ىلإ اهسفن 
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Figure 1: The last cover of the magazine. 
Figure 1 shows the last cover of the magazine. The photograph of Walter Mitty is the gift. 
Consequently, there is a connection between Walter and the ghost cat. Sean wants to send 
this hidden message to Walter that he is beautiful just like the ghost cat. He works silently 
and perfectly and he does not ask for attention.  
 
In the previous examples, it is necessary to give the explicit meaning in favor of the plot. 
In the first example, viewers can understand the misunderstanding by keeping up watching 
the incidents of the movie. However, the second example highlights the ability of viewers 
to analyze and connect the ideas to get the implied meaning and message.    
      
1.2 Significance of the study 
This study is practical; there are many theoretical studies on cohesion, subtitling and 
semiotics, but there are few practical ones. On the other hand, there are relatively few 
studies dealing with English/ Arabic cohesion in subtitling and because English and 
Arabic are very different in terms of structure and culture. The absence of scholarly 
research is both remarkable and unfortunate. This study is intended to address this 
shortcomings and to highlight the challenges that subtitlers face in producing a cohesive 
Arabic subtitled movie.  
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1.3 Translation Studies in Brief 
Translation Studies incorporates numerous subfields and applications, and hence involves 
a significant degree of interdisciplinary methodology. For Catford, translation is a 
“process of substituting a text in one language for a text in another” (1965, p.1). 
Accordingly, translators replace the source text (ST) with the lexical and grammatical 
equivalents of the target text (TT). He considers translation as a part of applied linguistics. 
 
Catford focuses to a large extent on the grammatical and syntactic structure of the ST and 
TT. However, translation deals with meaning, intention and communication. It is “more an 
act of cultural transfer than linguistic: the act of translation is no longer simply 
transcoding from one context into another, but an act of communication” (Snell-Hornby, 
1990, pp. 81-82). Culture is an integral part of language, and so translators do not have 
only to be bi-lingual but also bi-cultural. “For truly successful translation, biculturalism is 
even more important than bilingualism, since words only have meanings in terms of the 
cultures in which they function” (Nida, 2001, p.82).   
 
Nida states that “translating consists in reproducing in the receptor language the closest 
natural equivalence of the source language message, first in terms of meaning and 
secondly in terms of style” (1969, p.16). Nida sees that there are two types of equivalence 
for producing a natural readable translated text, namely, formal equivalence and dynamic 
equivalence.  
 
Formal equivalence preserves both the form and the content of the ST. This means that the 
message is rendered using similar or related words, syntax and structure. Dynamic 
equivalence, on the other hand, devotes more attention to effect. In order to make the 
translated text sound natural, adaption is employed. Different words and expressions are 
used, but their function is the same as in the original. 
 
Literal translation entails formal equivalence as ST and TT are nearly the same in terms of 
both form and content. Word for word translation is not the same as literal, as the former 
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retains the word order of the ST. It could be practical if the source and target languages are 
close, but inappropriate if they are very different, as in the case of English and Arabic.  
For example: Ali did not play in the last match. 
                     .ةارابملا ةريخلأا يف بعلي مل يلع (Word for word translation) 
                      .ةريخلأا ةارابملا يف يلع بعلي مل (Literal translation) 
 
Furthermore, context is essential for understanding the meaning of words. The same word 
could have different meanings in different contexts or situations. Translators can apply 
communicative or semantic translation models to perform their task. Newmark (1981, 
p.39) explains the purpose of each one of these models:  
Communicative translation attempts to produce on its readers an effect as close as possible 
to that obtained on the readers of the original. Semantic translation attempts to render, as 
closely as the semantic and syntactic structures of the second language allow, the exact 
contextual meaning of the original.  
 
Pragmatics, on the other hand, which is “the study of how utterances have meanings in 
situation” (Leech, 1983, p.14) is strongly related to translation. Hence, pragmatics and its 
theories involving speech acts and the cooperative principle and conversational maxims 
can help translators determine the intended message of the ST.   
 
Skopos theory is a functionalist approach established by Vermeer in 1978. ‘Skopos’ is a 
Greek word meaning ‘purpose’. Accordingly, the process of translation is determined by 
the function of the product. Thus, the approach of translation is TT oriented. The translator 
is the creator of the TT, and he/ she may use any procedure conducive or appropriate to 
achieving the end result. Vermeer explains the Skopos rule as follows (cited in Jaber, 
2006, p.38- 39):  
Each text is produced for a given purpose and should serve this purpose. The Skopos rule 
thus reads as follows: translate/ interpret/ speak/ write in a way that enables your text/ 
translation to function in the situation it is used and with the people who want to use it and 
precisely in the way they want it to function. 
 
House (2010, p. 36) distinguishes between two types of translation, overt and covert. In 
overt translation, the cultural elements are rendered as they are in the ST. “The original 
sociocultural frame is left intact as far as possible, given the need of expression in another 
language”. Covert translation, on the other hand, requires some degree of modification and 
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alteration to give the TT a ring of authenticity. She suggests that “the translator can and 
should attempt to recreate an equivalent sociocultural event” (2010, p.37). 
 
Overt and covert translation methods are similar to the concepts of domestication and 
foreignization proposed by Venuti. He explains that domestication is “an ethnocentric 
reduction of the foreign text to target-language cultural values, bring the author back 
home” while foreignization is “an ethnodeviant pressure on those (cultural) values to 
register the linguistic and cultural difference of the foreign text, sending the reader 
abroad” (Venuti, 1995, p. 20).   
 
The enormously rapid pace of technological developments has resulted in a new mode of 
translation: machine translation. It is instant and does not entail continuous human labor or 
involvement. Computers and software programs undertake the task of translation, though 
its accuracy is reduced to the extent that it cannot properly interpret contextual and 
cultural elements. 
 
As indicated above, there are various approaches to translation based on related disciplines 
such as syntax, sociolinguistics, semantics, pragmatics and cultural studies. Each approach 
focuses on a specific aspect of text production: grammar, communications, and socio-
cultural functions. According to the Skopos theory, subtitlers cognizant of these 
approaches and well-versed in their methodologies are well-positioned to define the best 
way of achieving optimal results.  
Current trends in translation call for specialization within a given field of knowledge. 
Some texts may be regarded as general, so that any reasonably proficient generalist can 
manage the task. However, some domains require a higher level of professional or 
scholarly knowledge and understanding. A non-specialist, for instance, would not be able 
to translate legal or medical texts. Literary translation, moreover, is an art. An adequate 
rendering of a literary text requires a nuanced facility with the languages involved as well 
as an understanding of the aesthetic and philosophical dimensions of the work (as an 
esteemed cultural artifact, meriting preservation and scholarly attention, generation after 
generation.) In other words, translators of literary works such as novels and particularly 
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poems must consider the aesthetic dimensions of language together with the specific 
elements of literary genres and devices, such as rhyme and rhythm in English verse.   
 
Obviously, translators should consider a multitude of issues in deciding which approach to 
follow. They should be aware of the text type, purpose, and the TT readers. Because each 
language and each culture has its own norms and characteristics, translators may confront 
significant difficulties and complexities.  In this case they should find a way to overcome 
the obstacles. Translation strategies involve important cognitive functions and involve “a 
potentially conscious procedure for solving a problem faced in translating a text or any 
segment of it” (Loescher, 1991, p.8).  
   
1.4 Audiovisual Translation 
AVT is a branch of Translation Studies. It is related to media, the film industry, and 
multimodality. Gottlieb terms it ‘screen translation’ and defines it as “the translation of 
transient polysemiotic texts presented on screen to mass audiences” (2008b, p. 205-206). 
This definition highlights the type of the text involved in audiovisual materials: First it is 
transient, and the audience cannot control its flow, and secondly it is polysemiotic, as the 
audiovisual material includes several simultaneous channels of communication. Films 
consist of multiple communication channels, and so they are polysemiotic, while books, 
for example, consist of one channel and therefore they are considered monosemiotic texts.  
 
There are also different text types involved in translation: Mono-semiotic texts use one 
channel of communication and thus the translator controls the entire medium of 
expression. In the case of polysemiotic texts, the translator could be either constrained or 
supported by the audio or visual communicative channel. Isosemiotic and diasemiotic 
texts, depending on whether the same or different communication channels are used in 
both in the original and in the translation (Gottlieb, 1994). Isosemiotic translation uses the 
same semiotic channel as the original and thus renders speech as speech and writing as 
writing such as dubbing and literary translation. Diasemiotic translation, on the other 
hand, uses different semiotic channel such as subtitling as speech is rendered as writing.  
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AVT could be subdivided into subtitling and re-voicing (dubbing). The criterion here is 
the form of the TT. In subtitling, the TT is written and in re-voicing the TT is spoken 
(Sakellariou, 2012). The following are two lists of AVT categories, delineated according 
to the point of view represented in  Karamitroglou and Gambier, as cited in Sakellariou’s 
article (2012, p.678): 
Karamitroglou (2000, p.4) distinguishes the following categories of AVT: 
a. subtitling 
b. (lip-sync) dubbing 
c. narration (including voice-over) 
d. free commentary. 
The categories b, c and d fall under the category of re-voicing. 
  
For Gambier (1994, p.276-277), the field of multilingual transfer in audiovisual 
communication is subdivided as follows: 
a. subtitling 
b. simultaneous subtitling 
c. dubbing 
d. interpreting 
e. voice-over 
f. narration 
g. commentary 
h. multilingual broadcasting 
i. surtitles or supratitles 
j. simultaneous translation. 
 
The three most dominant modes of AVT are subtitling, dubbing, and voice over. Although 
I provide some details on those modes, subtitling is the core of this study and naturally it 
receives greater attention in this thesis and it is examined from different perspectives in 
the following chapter. 
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Voice-over is defined as “the faithful translation of original speech, which is delivered in 
an approximately synchronous way” (Luyken et al., 1991, p. 80). The voice of the person 
who is reading the translation is recorded over the original audio track. The original sound 
is lowered and can be heard only faintly in the background. This method is widely used in 
documentaries and news reports.  
 
According to Luyken et al. (1991, p. 31), dubbing is “the replacement of the original 
speech by a voice-track which is a faithful translation of the original speech and which 
attempts to reproduce the timing, phrasing and lip movements of the original dialog.” It is 
used mostly in films and TV series and is regarded as a form of domestication.  
 
Amongst the advantages of dubbing is that it does not distract attention from the image 
and that it is suitable both for children and adults with poor reading abilities. Meanwhile 
its disadvantages include the fact that it is both expensive and “labor intensive” (Baker, 
1998, p. 75). It also takes long time to produce and it necessarily entails some degree of 
loss of the original soundtrack.   
 
There are two types of subtitling: intralingual and interlingual. In the former, both the ST 
and the TT are composed in the same language, whereas in the latter, the two texts are 
composed in different languages. Intralingual subtitling is for the deaf and the hard of 
hearing. Hence, para-scenario sounds such as a phone or doorbell ringing, shouting and 
music playing should be indicated. This study concerns interlingual subtitling as a form of 
“overt translation” (Battarbee, 1986).   
 
1.5 What is text? 
According to De Beaugrande and Dressler (1981, p. 3), a text is defined as “a 
communicative occurrence which meets seven standards of textuality.” The seven 
standards of textuality are cohesion, coherence, intentionality, acceptability, informativity, 
situationality and intertextuality. The text is considered communicative if all of these 
standards are present. They may be classified in terms of their relations with the text or 
with the users of the text: producers and receivers.  
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Cohesion and coherence are text-centered. Cohesion “concerns the ways in which the 
components of the surface text, i.e. the actual words we hear or see, are mutually 
connected within a sequence” (De Beaugrande & Dressler, 1981, p. 3), whereas coherence 
is defined as a cognitive process involving the relations between the concepts of the 
textual world underlying the surface. Intentionality concerns the text producer’s attitude, 
while acceptability concerns the text receiver’s attitude. The fifth standard is 
informativity, which “concerns the extent to which the occurrences of the presented text 
are expected or unexpected or known, as opposed to unknown/ certain” (De Beaugrande 
& Dressler, 1981, p. 8-9). The standard concerns the factors which make a text relevant to 
a situation of occurrence is called situationality. The last standard is intertextuality, which 
“concerns the factors which make the utilization of one text dependent upon knowledge of 
one or more previously encountered texts” (Nisca, 1999, p.3).  
 
Halliday and Hasan (1976) identify a number of characteristics of texts. Texts may be 
written or spoken, short or long, for example, a text might be a proverb or a dialog. “A 
text is a unit of language in use. It is not a grammatical unit, like a clause or sentence; and 
it is not defined by its size” (Halliday & Hasan, 1976, p. 1). A text therefore, is a semantic 
unit related to meaning and is encoded in successive and internally-consistent sentences. 
 
However, differences do exist between written and spoken texts. Written language is 
planned and deliberate and its constituent elements are chosen within a system of 
linguistic logic as a product of rational thought. Its grammatical and syntactic systems are 
highly developed. In contrast, oral language is spontaneous and dynamic. Hence, we 
expect hesitation, redundancy, pauses, slips of tongue, grammatical errors and slang. 
Moreover, it entails various other important verbal and nonverbal elements which are 
understood to enhance oral communication, elements such as intonation and gestures. 
 
In the case of AVT, Gambier (2006) suggests that the concept of text should be revised. 
‘Screen texts’ are short-lived and multimodal, their coherence is based on the interplay 
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with the images and the sound. “Does text mean the same thing in literary translation, 
conference interpreting and AVT?” He questions (Gambier, 2006, p. 3).   
Translators deal with written texts, while interpreters convey the meaning of spoken 
language orally. There are two modes of interpreting: simultaneous and consecutive.  
With simultaneous interpreting, the interpreter must interpret at the pace of the speaker, 
meaning that the interpreter must listen to the source language and speak the target 
language at the same time. With consecutive interpreting, the interpreter must wait for the 
speaker to finish speaking and then interpret what was said. The interpreter must listen to 
the target language, take mental or written notes, and then render the information into the 
target language (Fetterolf, n.d., para.5-6). 
The process of interpreting is immediate: There is no time to consult reference works, for 
instance, and no chance to edit. Interpreters must be both good listeners and public 
speakers. Indeed, they must have extraordinarily high communication skills to do their 
job.  
 
Despite the differences between translation and interpreting, same text mode is involved in 
each. In other words, translators render written texts into written ones and interpreters 
render spoken texts into spoken ones. Subtitling, by contrast, entails rendering the spoken 
texts into written ones.  
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Chapter II 
 
Literature review 
Theoretical background 
 
 
2.1 Cohesion and coherence 
Cohesion and coherence have a long tradition in the linguistic literature. “They date back 
to ancient rhetoric where they were used by Greek and Roman philosophers and orators 
such as Aristotle, Plato, Catiline and Cicero whose speeches and writings have served as 
models of cohesive and coherent language” (Mubenga, 2010, p. 39). 
 
Cohesion and coherence are two sides of the same coin: they are intimately related and 
they function to complement one another. Therefore, a great many theories have been 
proposed to account for their functions. The three currently most prominent are those of 
Halliday and Hasan (1976), De Beaugrande and Dressler (1981) and Brown and Yule 
(1983). There are also other approaches to cohesion and coherence, including those of 
Baker (1992), Bell (1991), Blum Kulka (1986), Folkart (1988), Hatim and Mason (1990, 
1997), Kostopoulou (2007) and Newmark (1988). In the section below, Halliday and 
Hasan’s theory of cohesion is discussed in considerable detail because it has served as the 
theoretical framework of this study. 
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2.1.1 Halliday and Hasan 
The theory of Halliday and Hasan (1976) is based on linguistic or textual cohesion. They 
used the term ‘texture’ in determining whether a given set of sentences are constitutes a 
text or not. “A text has texture and this is what distinguishes it from something that is not 
a text” (Halliday and Hasan, 1976, p. 2).  
 
They provide insight into two kinds of cohesive devices: the lexical and the grammatical. 
Lexical cohesion relates to what we ordinarily associate with vocabulary acquisition, 
elements such as repetition, collocation and synonymy, while grammatical cohesion 
relates to structural content and involves reference, substitution, ellipsis and conjunction.  
 
The following two sections are meant to demonstrate lexical and grammatical cohesion in 
both English and Arabic: 
 
Lexical cohesion 
Lexical cohesion concerns the relationship between lexical items in specific context. “This 
is the cohesive effect achieved by the selection of vocabulary” (Halliday & Hasan, 1976, 
p.274). This type of cohesion is divided into two main categories: collocation and 
reiteration.  
Collocation “is achieved through the association of lexical items that regularly co-occur” 
(Halliday & Hasan, 1976, p.284) irrespective of whether or not there is identity of 
reference. Halliday and Hasan distinguish various meaning relations of collocational 
cohesion that can be established within a text. These include the following: 
a. Relation of autonomy: words that have different senses and stand in opposition to one 
another, such as ‘hate’ /’like’, ‘wet’ / ‘dry’, ‘crowded’ / ‘desert’, etc. 
b. Relation of complementarity: lexical items are used in contrast to each other. They are 
mutually exclusive terms, such as ‘girl’ /’boy’, ‘stand up’/ ‘set down’, and the like. 
c. Relation of part to whole: one lexical item is related to a more general class to which it 
is a part such as ‘car’… ‘box’… ‘lid’. 
d. Relation of part-part: whereby two or more lexical items belong to the same general 
class such as ‘mouth…’ ‘chin’, ‘verse…’ ‘chorus.’ 
e. Relation of co-hyponymy; whereby words belong to the same general class as ‘chair’ 
and ‘table’ (both are hyponyms of furniture). 
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f. Words down from the same ordered series: such as ‘dollar,’ ‘cent,’ ‘north,’ ‘south,’ 
‘colonel’ ‘brigadier’, ‘Tuesday’, ‘Thursday, ‘etc (Djamila, 2010, p.25-26). 
 
While “Reiteration is a form of lexical cohesion which involves the repetition of a lexical 
item, at the other end of the scale; and a number of things in between” (Halliday & Hasan, 
1976, p. 278). The reiterated lexical item could be a repetition, a synonym, near synonym, 
a superordinate or a general word, as in the following example: 
Repetition: I saw some children on the way home. The children were playing 
football. 
Superordinate/Hyponym: I bought plenty of vegetables yesterday at the market. 
These vegetables are potatoes, tomatoes and cucumbers. 
Synonym: I had a good meal at the restaurant. The food was delicious.   
 
Grammatical cohesion 
Grammatical cohesion refers to structural content, and it is subdivided into four main 
cohesive ties: reference, substitution, ellipsis and conjunction.  
 
Reference 
Reference is considered a cohesive tie if there are two or more expressions in the text 
referring to the same person, thing or idea. Halliday and Hasan (1976) distinguish between 
two types of references: exophora and endophora. Exophoric reference is situational while 
endophoric reference is textual. Therefore, exophoric reference and endophoric reference 
are retrieved from different places. Grasping the exophoric reference depends on the 
context of situation. Exophoric reference “directs the receiver out of the text and into an 
assumed shared world” (McCarthy, 1991, p.41). Endophoric reference is realized by the 
expressions found in the text. Endophoric reference could be anaphoric or cataphoric, 
depending on their position in the text. In the case of anaphoric reference, the expression 
refers to a preceding one. In contrast, cataphoric reference refers to an expression coming 
after.  
Cohesion occurs where the INTERPRETATION of some elements in the discourse is 
dependent on that of another. The one PRESUPPOSES the other in the sense that, it 
cannot be effectively decoded except by recourse to it. When this happens, a relation of 
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cohesion is set up, and the two elements, the presupposing and the presupposed, are 
thereby at least potentially integrated into a text (Halliday & Hasan, 1976, p.4). 
 
There are three types of reference: personal, demonstrative and comparative. Halliday & 
Hasan (1976, p.37) define them as follows:   
1. Personal reference is reference by means of function in the speech situation, through 
the category of PERSON,  
2. Demonstrative reference is reference by means of location, on a scale of PROXIMITY,  
3. Comparative reference is indirect reference by means IDENTITY or SIMILARITY. 
 
Traditionally, personal pronouns are classified into first person pronouns, second person 
pronouns and third person pronouns. However, Halliday and Hasan sub-divide them into 
speech roles and other roles. Speech roles include the speaker (I, me, mine, my, we, us, 
ours, our) and the addressee (you, yours, your) pronouns and other roles which include the 
remainder. They argue that this classification is more appropriate in this context because it 
based on the role of participants in the speech situation. In general, first and second person 
pronouns are exospheric, while third person pronouns are endophoric: 
- The car was dirty, and so I washed it. 
- When he was running, John broke his ankle.  
In the first example, the personal pronoun ‘it’ refers back to ‘the car’. This kind of 
references is known as anaphora, while the personal pronoun ‘he’ in the second example is 
cataphora. In this case, the pronoun is given first and its identity is revealed later. So the 
pronoun ‘he’ refers to ‘John’. 
 
Demonstratives indicate the proximity of their referents. There are two types of 
demonstratives: adverbial demonstratives (now, then, here, there) and the selective 
nominal demonstratives (this, these, that, those). The adverbial demonstratives are 
qualifiers, while the nominal demonstratives could function as a head of the nominal 
group or as a deictic when they modify the nominal head. The following diagram 
illustrates the proximity indication of demonstratives:  
 Determiners  Adverbs  
Near this, these here, now 
Far that, those there, then 
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On the other hand, there are two types of comparative reference, general comparison and 
particular comparison. The first type concerns likeness and unlikeness using certain 
adjectives and adverbs such as same, similarly, identical, equal, other, and different. 
Meanwhile, particular comparison refers to quantity and quality. It is expressed by 
ordinary adjectives and adverbs. 
 A- I want a turkey sandwich with cheese and tomatoes.  
 B- I want the same.  
In this example, ‘the same’ refers to ‘a turkey sandwich with cheese and tomatoes’. 
 
Substitution 
Substitution is used to avoid the repetition of lexical items by replacing them with other 
grammatical items. There are three types of substitution in English: nominal (one, ones, 
the same), verbal (do/did) and clausal (so, not) substitution.  
    - I have lost your book. I must get you another one. (Nominal substitution) 
    - Do you live here? Yes, I do. (Verbal Substitution 
    - Is it going to rain today? I think so. (Clausal Substitution) 
‘One’ in the first example is a substitution of the noun ‘book’. The verbal phrase ‘live 
here’ is replaced by the auxiliary ‘do’ in the second example. Finally, the clause ‘it is 
going to rain’ is substituted by ‘so’.  
 
Ellipsis 
Ellipsis is another kind of substitution, but in this case, a lexical item is substituted by 
zero. In other words, some item is left unsaid. Halliday and Hasan (1976) list three types 
of ellipsis: nominal, the omission of head nouns in a nominal group; verbal, an ellipsis 
within the verbal group; and clausal, the omission of a clause.  
 
- John drank some orange juice and Jack some lemon juice. (Verbal ellipsis) 
- They have scored two goals and yet they have to score another to win. (Nominal 
ellipsis) 
- Someone took my luggage. I wish I could find out who. (Clausal ellipsis) 
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In the first example, the verb ‘drank’ has been elided. In the second, the noun ‘goal’ has 
been elided, and in the last example, the clause ‘took my luggage’ has been elided. 
 
Conjunctions 
The fourth and final type of cohesive ties is conjunction. Conjunctions are used to 
combine and indicate the relationship between clauses and sections in the text. Halliday 
and Hasan (1976, p.226) argue that conjunctions “express certain meanings which 
presuppose the presence of other components in the discourse.” Unlike reference, 
substitution and ellipsis, conjunctions do not have that preceding or following relation to 
other text components. “Conjunction signals the way the writer wants the reader to relate 
what is about to be said to what has been said before” (Baker, 1992, p.190). 
 
Baker (1992, p.191) summarizes the main relations expressed by conjunctions with 
examples as follows: 
a. additive and, or, also, in addition, furthermore, besides, similarly, likewise, by 
contrast, for instance; 
b. adversative but, yet, however, instead, on the other hand, nevertheless, at any rate, 
as a matter of fact;  
c. causal so, consequently, it follows, for, because, under the circumstances, for 
this reason;  
d. temporal then, next, after that, on another occasion, in conclusion, an hour later, 
finally, at last; 
e. continuatives 
(miscellaneous) 
now, of course, well, anyway, surely, after all 
 
The conjunctions in the last category above do not express any particular conjunctive 
relation as is the case in the others in categories a, b, c and d, yet they do have a cohesive 
tie in the text (Halliday & Hasan, 1976, p. 267).  
 
General nouns 
Halliday and Hasan (1976, p.274) indicate that “the class of general nouns is a small set of 
nouns having generalized reference within the major noun classes, those such as “human 
noun”, “place noun”, “fact noun” and the like.” Some examples of these include the 
following: people, boy, woman, creature, thing, stuff, matter, move, place and question. 
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They argue that such nouns have an important role in cohesion, particularly in spoken 
language.  
 
2.1.2 De Beaugrande and Dressler 
De Beaugrande and Dressler offer the following definition of cohesion and coherence:  
Cohesion is related to the continuity of occurrences realized by syntax, and operates in 
short-term or working memory. Coherence is related to the continuity of senses encoded 
in a configuration of concepts and relations, and operates in long-term or semantic 
memory (Mubenga, 2010, p. 42). 
 
They also identify the following elements as cohesive devices: recurrence, partial 
recurrence, parallelism, paraphrase, pro-forms, ellipsis, tense, aspect, junction Functional 
Sentence Perspective (FSP) and intonation (Mubenga, 2010). 
 
2.1.3 Brown and Yale  
This theory adopts the pragmatic approach, according to Brown and Yule (1983, p. 205):  
“Successful reference depends on the hearer's identifying for the purposes of 
understanding the current linguistic message, the speaker's intended referent, on the basis 
of the referring expression used.” They adopt Gricean Maxims. 
  
Brown and Yule (1983, p. 225) propose three basic strategies for interpreting the intended 
meaning of any spoken or written discourse: (1) computing the communicative function, 
(2) using general socio-cultural knowledge, and (3) determining the inferences to be made.  
 
2.1.4 Baker  
Baker adopts Halliday and Hasan's theory with respect to cohesion, but the approach of 
Brown and Yale regarding coherence. “Cohesion is the network of surface relations which 
link words and expressions to other words and expressions in a text, and coherence is the 
network of conceptual relations which underlie the surface text” (Baker, 1992, p. 218). 
From these definitions, it is clear that cohesion is a textual element, while coherence is 
mental one. 
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2.1.5 Hatim and Mason 
This approach is consistent with the theory of De Beaugrande and Dressler. Coherence 
depends on logical relations, the organization of events, objects and situations, and 
continuity of human experience (Mubenga, 2010, p. 47). Hatim and Mason suggest that 
context in translation consists of three dimensions: (1) communicative transaction, (2) 
pragmatic action, and (3) semiotic interaction. Communicative transaction involves 
register analysis, which consists of the following three elements: (1) field, (2) tenor, and 
(3) mode. Pragmatic action involves the following three pragmatic approaches: (1) speech 
acts, (1) the cooperative principle and (3) Gricean Maxims. Finally, semiotic interaction 
involves the interplay of text, discourse and genre. Semiotic interaction in subtitling also 
involves picture and sound as signs (Kao, 2011, p. 14-15). 
 
2.1.6 Cohesion in Arabic 
One of the most significant contributions of Arab scholars to the field of linguistics is that 
of Al-Jirjani (1010), ‘Al-Nadhm Theory’, the theory of cohesion (assabk/ كبسلا) and 
coherence (alhabk/ كبحلا), proposed in his book Dala'il Al-E’jaaz (Signs of Inimitability) 
(Abu-Krooz & Al-Hindawi, 2017). According to this theory, the unity of discourse is 
based on syntactic, semantic, and pragmatic levels. Al-Jirjani (1010, p.44 cited in Abu-
Krooz & Al-Hindawi, 2017, p.9) states that “an utterance is meaningful only when it 
coheres with other words in the context and relates to its social context.” Thus, there are 
two types of context; the linguistic context (neighboring words تاراجلا) and the situational 
context (al-maqam ماقملا) (Abu-Krooz & Al-Hindawi, 2017). The situational context is 
defined as “the context setting in which communication occurs between two speakers. It 
comprises the conversational spatial and timing features, the relationship that brings the 
speakers altogether, the shared values of the conversationalists, and the conversation, 
which have already been made” (Al-Kholi, 1982, p.259 cited in Abu-Krooz & Al-
Hindawi, 2017, p.11).  
 
The context of situation refers to the nonlinguistic elements of conversations, elements 
such as place, time, the relationship of speakers and their values. Hence, the meaning of 
any expression or utterance depends on the situation in which it occurs. Al-Kholi (1982, 
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p.156 cited in Abu-Krooz & Al-Hindawi, 2017, p.11) also defines linguistic context as 
“the linguistic surrounding that embrace a sound, a phoneme, a word, a phrase, or a 
sentence.” To understand the meaning of words, they must not be isolated from the 
context in which they occur. Al-Jirjani points out that the essence of a word is determined 
through its relationship with other linguistic elements in the text (Abu-Krooz & Al-
Hindawi, 2017). 
 
“Cohesive ties in Arabic, according to Al-Jirjani, are taxomonized on three fundamental 
levels: namely, the phonological, lexical and grammatical” (Abu-Krooz & Al-Hindawi, 
2017, p.13). Halliday and Hasan identify two main categories of cohesion in English that 
differ from those of Arabic: the grammatical and the lexical. The phonological level 
includes both al-jinas (Homonymy) and assaj' عجسلا (Assonance). There are various forms 
of al-jinas and assaj’, as in the following (Abu-Krooz & Al-Hindawi, 2017, p.13-14): 
1. )ميقلا نيدلل كهجو مقأف( (But set thou thy face to the right Religion.) 
     In this example, there is a homonymy relation of derivation between two words 
which are   مقأ and ميقلا.   
2. ةعوفرم باوكأو ةعوضوم ررس اهيف()  Therein will be Thrones (of dignity), raised on high. 
Goblets placed (ready). Both ةعوضوم  and ةعوفرم have the same rhyme and meter. This 
is an example of the parallel type of assaj’ (al-mutawazi). 
 
The lexical level of cohesion has two basic cohesive devices in Arabic; reiteration and 
collocation. Repetition )راركتلا( involves repeating lexical items, including words, phrases, 
and clauses either partially or entirely, as illustrated here: 
   ارسي رسعلا عم نإف(إن )ارسي رسعلا عم  
In this example, the same clause is repeated twice. Meanwhile, antithesis (ةلباقملا), system 
congruence (ةقباطملا) and lexical harmonizing of peers (ريظنلا ةاعارم) fall within the 
framework of collocation (ماضتلا).  
 
The grammatical level of cohesion is necessary to the production of a highly cohesive text. 
The manner in which a text is formulated and organized influences the meaning and 
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comprehension. There are different and important grammatical ties in Arabic, among them 
are the following: 
a. Fronting (ميدقتلا) and postponing (ريخأتلا): This concerns the order of words within 
sentences: Sometimes the natural order of is altered purposefully, for instance, for 
emphasis (Abu-Krooz & Al-Hindawi, 2017). 
b. Ellipsis (رامضلإا): (Al-Jirjani 1984, p.146) Al-Jirjani points out that ellipsis may assume 
different forms; therefore, there are elliptical clauses, phrases, words, letters and radicals 
in Arabic texts.  
 
In a paper entitled “A Contrastive Study of Cohesion in Arabic and English Religious 
Discourse,” Al-Shboul, Al-Shdaifat, Huneety and Mashaqba, (2017) establish a 
comparative framework for the study of cohesion in Arabic and English religious spoken 
texts. Their analysis of 12 speeches on religious themes demonstrates the differences 
between the two languages in their use of cohesive devices. The results of the study 
indicate that lexical cohesion is the predominant type of cohesion in Arabic religious 
discourse in its use of lexical repetition, collocation, reference and conjunctions. English 
religious discourse, on the other hand, is characterized chiefly by the grammatical aspects 
of cohesion and coherence, most often using reference, lexical repetition and then 
conjunctions. The analysis also reveals the significance of two other devices that mark 
cohesion in Arabic discourse: rhyming patterns and parallelism. These devices constitute a 
form of phonological cohesion.  
 
Another study conducted by Farghal (2017) examines the preferences for stylistic 
conventions and textual patterns involving cohesion and coherence in English and Arabic. 
Different text types in English/Arabic translation are analyzed. “English discourse has 
been shown to be as lexically repetitive as Arabic discourse and Arabic discourse has been 
argued to be as hypotactic as English discourse” (Farghal, 2017, p. 29).  
 
The study demonstrates conclusively that both languages are pronouns-dense, but that 
their profiles differ in their use of subject versus other pronominal elements. “Arabic 
discourse, however, proves to be more conjunctions-dense due to the frequent 
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employment of wa and fa as default markers which carry little semantic content and are 
mainly meant to smooth and naturalize the flow of discourse” (Farghal, 2017, p. 29).  
 
2.2 Definition of subtitling 
Subtitling is a type of audio-visual translation with its own particular characteristics and 
set of constraints. Gambier “characterizes subtitling as a kind of simultaneous written 
interpretation” (De Linde & Kay, 1999, p. 2),  and he regards subtitles as: 
Condensed written translations of original dialog which appear as lines of text, usually 
positioned towards the foot of the screen. Subtitles appear and disappear to coincide in 
time with the corresponding portion of the original dialog and are almost always added to 
the screen image at a later date as a post-production activity (Luyken et al. 1991, p. 
31). 
 
Gambier’s definition is useful for our purpose as it highlights various important 
characteristics of subtitling and subtitles. First, subtitling deals with two different modes 
of language since it requires the need to change the spoken language into written 
discourse. Secondly, subtitles usually appear at the bottom of the screen, so as not to 
obscure the images and ruin the cinematography. Finally, they need to be significantly 
condensed, due to space and time constraints. 
 
Another definition of subtitling, that suggested by Díaz Cintas and Remael (2007, p.8 
cited in Thawabteh & Musallam, 2016, p.110), warrants attention here. For these theorists, 
subtitling is perhaps best regarded as:  
A translation practice that consists of presenting a written text, generally on the lower 
part of the screen, that endeavors to recount the original [dialog] of the speakers, as well 
as the discursive elements that appear in the image (letters, inserts, graffiti, inscriptions, 
and the like), and the information that is contained on the soundtrack (songs, voices off). 
 
Díaz Cintas and Remael point out that information is conveyed not only in dialogs, but 
also in other visual and aural elements, such as captions and music. Subtitlers, then, must 
necessarily take such alternative information sources into account and try to render them 
in a manner adequate to the complexity of the original, nuanced meaning.  
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2.2.1 Constraints of subtitling  
Subtitling involves both technical and contextual constraints. “Gottlieb (1992) uses 
different terminology, and points out that a subtitler is faced with formal (quantitative) and 
textual (qualitative) constraints” (Benyamin & Ghaemi, 2010, p.41). Textual constraints 
pertain to the visual context of the film, whereas formal constraints concern factors of 
space and time.  
 
Subtitlers must deal with technical, textual and linguistic constraints. Technical constraints 
in this context may refer to the need for subtitles to be readable and brief: They should not 
be unnecessarily long. They also should not occupy excessive space on the screen because 
long blocks of space will prevent the reader from seeing potentially important visual 
content. Textual constraints derive from the fact that subtitling requires a shift from the 
spoken to written mode (Anderman & Díaz Cintas, 2009, p. 21-23). 
 
Viewers of subtitled material may not enjoy a film, which is, after all, intended to 
entertain, since their attention must of necessity be split between the images and the 
subtitles. They have to concentrate on both the scenes on the screen and the subtitles. In 
order to function successfully, subtitlers should take the following into consideration: 
a) When the visual dimension is crucial to understanding a particular scene, subtitlers 
should offer only the most basic linguistic information, leaving the eyes of the viewers 
free to follow the images and the action. 
b) Conversely, when important information is not contained in the images, but rather in 
the soundtrack, one must try to produce the fullest subtitles possible, to ensure that the 
viewers are not left behind. 
c) The presentation of the subtitles, the way in which the words of each subtitle are 
arranged on the screen, and on each subtitle line, can help enhance readability (Anderman 
& Díaz Cintas, 2009, p. 23). 
The language of subtitles and the manner in which they structured should be as simple and 
as straightforward as possible to enable viewers to read and comprehend quickly and 
easily. 
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In order to know when to add and when to omit, subtitlers should be familiar with the 
concepts of explicitation and implicitation. Vinay and Darbelnet (1995, p 8-10) define 
these concepts as follows: 
[Explicitation is] the process of introducing information into the target language which is 
present only implicitly in the source language, but which can be derived from the context 
or the situation, [while implicitation is] the process of allowing the target language 
situation or context to define certain details which were explicit in the source language. 
 
The strategies of expansion, paraphrase, transfer, imitation, transcription, and dislocation 
all involve explicitation, while condensation, decimation, and deletion involve 
implicitation (Kao, 2011, p. 44). 
 
2.2.2 Standards of subtitling 
Technical dimensions cannot be ignored in subtitling. Karamitroglou (1998) proposed a 
set of subtitling standards to be used in Europe. These standards aim at producing readable 
and comprehensible subtitled material. The focus of attention is on viewers and their 
reading ability, on the one hand, and subtitling and its features, on the other one.  
 
Concerning spatial parameters and layouts, subtitles should be placed on the lower portion 
of the screen. He points out that this part of the screen isn’t normally used for important 
visual information and therefore subtitles positioned here should not entail an unwarranted 
distraction. In order to keep the gaze of the viewers focused on in the central portion of the 
screen, the lowest line of the subtitles should occupy at least 1/12 of the total screen height 
above the edge. Subtitles may be positioned in the upper portion of the screen only when a 
vital visual material appears below (Karamitroglou, 1998).  
 
“A maximum of two lines of subtitles should be presented at a time” (Karamitroglou, 
1998, p.2) to allow viewers read them and yet not hide a large part of the screen. Each line 
should be composed of approximately 35 characters. The subtitles should be centered, 
“this would enable the eye of the viewer to travel a shorter distance in order to reach the 
start of the subtitle” (Karamitroglou, 1998, p.2). The color of the subtitles should be pale 
white, not bright white, for the comfort of the viewed (Karamitroglou, 1998). 
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Regarding the temporal parameter and duration, the suggested durations have been 
reached out after studying the reading speed of viewers: a full two line subtitle should 
remain on the screen for a maximum of 6 seconds while a full single-line subtitle should 
remain 3- 3 1/2 seconds. “The minimum duration of a single-word subtitle is at least 1 1/2 
seconds, however simple the word is” (Karamitroglou, 1998, p.3). He also recommends 
that it is better to segment a long single-line subtitle into a two-line subtitle to accelerate 
the reading process (Karamitroglou, 1998). 
 
Karamitroglou (1998, p.8) points out that “The subtitler should not attempt to transfer 
everything, even when it is spatio-temporally feasible.” His point is that subtitlers should 
maintain a balance between the linguistic and the non-linguistic aural and visual elements 
of the film. All essential information, that which plays an important role in understanding 
the film as a whole, must be retained. By contrast, they should omit unimportant content 
and allow the viewer to appreciate the aesthetic qualities of the film. Categories of 
linguistic items that might be omitted are as follows: 
 
Padding expressions (e.g. “you know,” “well,” “as I say” etc): These expressions are 
most frequently empty of semantic load and their presence is mostly functional, padding-
in speech in order to maintain the desired speech flow. 
Tautological cumulative adjectives/adverbs (e.g. “great big,” “super extra,” “teeny 
weeny” etc): The first part of these double adjectival/adverbial combinations has an 
emphatic role which can be incorporated in a single-word equivalent (e.g. “huge,” 
“extremely,” “tiny”). 
Responsive expressions (e.g. “yes,” “no,” “ok,” “please,” “thanks,” “thank you,” 
“sorry”). The afore-listed expressions have been found to be recognized and 
comprehended by the majority of the European people, when clearly uttered, and could 
therefore be omitted from the subtitle. It should be noted, however, that when they are not 
clearly uttered or when they are presented in a slang, informal or colloquial version (e.g. 
“yup,” “nup,” “okey-dokey,” “tha” etc) they are not recognizable or comprehensible and 
should, therefore, be subtitled. (Karamitroglou, 1998, p. 8) 
 
Using acronyms, apostrophes and symbols can save precious character space; 
nevertheless, they should be used with caution, sparingly, and only if they are 
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recognizable and comprehensible. We should note that using acronyms is not common in 
Arabic. 
 
2.2.3 Strategies of subtitling 
Gottlieb (1992) proposes ten strategies of translation that are designed especially for 
subtitling. They are expansion, paraphrase, transfer, imitation, transcription, dislocation, 
condensation, decimation, deletion, resignation. Gottlieb (1992, p. 161-170) describes 
these strategies as follows:  
1. Expansion is used when the original text requires substantial explanation due to cultural 
nuances irretrievable in the target language. 
 
2. Paraphrase is used to cases where the phraseology of the original cannot be 
reconstructed in the same syntactic way in the target language. 
 
3. Transfer refers to the strategy of translating the source text completely and accurately. 
 
4. Imitation signifies the use of identical forms, typically with proper names. 
 
5. Transcription is used in those cases where a term is unusual even in the source text, as is 
the case using a third language or a nonsense language. 
 
6.  Dislocation is deployed when the original involves some sort of special effect, e.g., a 
silly song in a cartoon film where the translation of the effect is more important than the 
content. 
 
7. Condensation would seem to be the typical strategy used, that is, the shortening of the 
text in the least obtrusive way possible. 
 
8. Decimation is an extreme form of condensation in which where, perhaps for reasons of 
discourse speed, even potentially important elements may be omitted. 
 
9.  Deletion refers to the total elimination of parts of a text. 
 
10. Resignation describes the strategy adopted when no translation solution can be found 
and meaning is inevitably lost. 
 
In the course of preparing the subtitling, potentially troublesome cultural differences may 
complicate the task of the translator. Tomaszkiewicz (1993) lists the strategies for 
translating culturally specific items as follows:  
1. Omission, whereby the cultural reference is omitted altogether.  
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2. Literal translation, where the solution in the target text matches the original as closely 
as possible.  
 
3. Borrowing, where original terms from the source text are used in the target text. 
  
4. Equivalence, where the translation has a similar meaning and function in the target 
culture.  
 
5. Adaptation, where the translation is adjusted to the target language and culture in an 
attempt to evoke similar connotations to the original. Strictly speaking, this can be 
considered a form of equivalence.  
 
6. Replacement of the cultural term with deictics, particularly when supported by an on-
screen gesture or a visual clue.  
 
7. Generalization, which might also be referred to as neutralization of the original. 
 
8. Explication or a paraphrased explanation of the cultural term. 
 
Karamitroglou (1998) highlights the significance of syntactic structures in comprehension. 
Simple syntactic structures are preferred and they could take the place of complex ones 
because they are shorter and easier to understand, as long as the fine balance is achieved 
between semantic aspects, pragmatic aspects (maintaining the function of the original) in 
addition to the stylistic aspects. Categories of complex syntactic structures could be 
replaced by simplified ones as follows: 
Active for passive constructions: “It is believed by many people.” (30 characters) => 
“Many people believe.” (20 characters). 
 
Positive for negative expressions:  “We went to a place we hadn’t been before.” (41 
characters) => “We went to a new place.” (23 characters). 
 
Temporal Prepositional Phrases for temporal subordinate clauses:  “I’ll study when I 
finish watching this movie.” (46 characters) => “I’ll study after this movie.” (28 
characters). 
 
Modified nouns for the referring relative clauses:  “What I’d like is a cup of coffee.” (33 
characters) => “I’d like a cup of coffee.” (25 characters). 
 
Gapping for double verb insertion: E.g. “John would like to work in Germany and Bill 
would like to work in France.” (73 characters) => “John would like to work in Germany 
and Bill in France.” (54 characters). 
 
Straightforward question sentences for indicative pragmatic requests: E.g. “I would like 
to know if you are coming.” (39 characters) => “Are you coming?” (15 characters). 
 
Straightforward imperative sentences for indicative pragmatic requests: E.g. “I would like 
you to give me my keys back.” (41 characters) => “Give me my keys 
back.”(21characters) (Karamitroglou, 1998, p. 9). 
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2.2.4 Levels of competence in subtitling 
Gottlieb (2004, p. 222) describes the good subtitler as follows:   
A good subtitler needs the musical ears of an interpreter, the no-nonsense judgment of a 
news editor, and a designer's sense of esthetics. In addition, as most subtitlers do the 
electronic time-cueing themselves, the subtitler must also have the steady hand of a 
surgeon and the timing of a percussionist.  
 
This description frames the different aspects of subtitling and the skills required to 
be a good subtitler in a brief and beautiful way. Subtitlers should be skillful, 
objective, artistic and accurate. Given the importance of measuring such qualities, 
Erik Skuggevik (2009, p.198) delineates five levels of competence:  
1. The first level is technical competence, or the ability to deal with the sheer practical 
demands of the job as it appears to most working subtitlers: use of software, line breaks, 
positioning on the screen, time and space restrictions, use of italics, etc. This is an area 
where mistakes are easily quantifiable, as there are clearly identifiable rights and wrongs. 
 
2. The second level concerns the linguistic skills of the students; the translators’ expertise 
and sensitivity to their own and to the Source Language (SL). These are language skills 
that students will have to draw on in any translation work. 
 
3. The third level refers to the translators’ understanding of social and cultural (non-
linguistic) aspects and the awareness of their relative values. Any number of dictionaries 
cannot be a substitute for the hands-on experience of living and breathing the way of life 
of another culture, its language use and the hierarchies of social values. 
 
4. The fourth level is possibly the most elusive analytically but also the most universal: 
comprehension of the psychological or emotional dimension inherent in the action that 
accompanies the spoken words. 
 
5. There is, in my opinion, a fifth level which is the competence which allows taking all 
these previous areas into consideration in a holistic exercise of determining strategies 
based upon the limitations and possibilities on offer, in order to formulate any given 
subtitle.  
 
Accordingly, subtitling has technical and linguistic dimensions on the one hand and non-
linguistic dimensions on the other. Therefore, subtitlers must have technical competence, 
linguistic skills in addition to the ability of understanding the social, cultural, 
psychological, and emotional aspects. Skillful subtitlers must be aware of all that to be 
able to produce a well-organized subtitled material.  
 
Pragmatics is essential in subtitling. Skuggevik (2009) points out that Grice’s cooperative 
principle and its maxims can be associated with the third level relating to the social and 
cultural values; while Jakobson’s speech act theory can be aligned to the fourth level 
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concerning the comprehension of the psychological element accompanies the spoken 
words. 
  
‘Implicature’ is a term suggested by Grice (1975). It refers to what the speaker means 
rather than what is literally said. For efficient communication, he suggests a general 
principle of communication called the Co-operative Principle that has four maxims: 
Quantity, Quality, Relevance and Manner. The Cooperative Principle urges the 
participants of a conversation to make their contribution as much as what is required: 
1. Maxim of Quantity: Be as informative as required. 
2. Maxim of Quality: Make your contribution true; so do not convey what you believe 
false or unjustified. 
3. Maxim of Relation: Be relevant. 
4. Maxim of Manner: Be perspicuous; so avoid obscurity and ambiguity, and strive for 
brevity and order (Baker, 1992). 
 
These maxims could be flouted purposefully to imply something. To be able to infer the 
implied meaning, the participant must pay attention to the conventional meaning of words 
and their structure in addition to the context and linguistic aspects of the utterance. That 
person must also have some background knowledge and shared experience with the other 
participant in the conversation (Baker, 1992).  
 
Jakobson (1960) proposes six necessary components of any speech act which are sender, 
code, contact, context, message and receiver. He also assigns a function to each one of 
these components as shown in the following figure (Skuggevik, 2009, p.204):  
 
 
 
Emotive   
    Sender 
Metacommunicative 
                          Code 
 
Phantic 
Contact 
 
Referential 
       Context 
 
Performative 
         Message 
 
 
 
Conative 
  Receiver 
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Subtitlers should be aware of these components and their functions. Here are six examples 
to illustrate the importance of that:  
1. Referential: factual response to context. Nate asks Lisa whether she wants another 
drink. She smiles, shakes her hand and replies: ‘I’m OK’ –Nei, takk [No, thanks]. 
 
2. Conative: seeking to reassure. Claire puts her arm around Russell, who is visibly upset 
following an emotional ordeal. He is shivering, looks blankly straight ahead and says 
quietly: ‘I’m OK’ – Det går bra / Jeg klarer meg [It goes well / I’ll manage]. 
 
3. Performative: the delivery of the message is rhythmically adapted to give sensual or 
poetic expression to the words. Asked how he is feeling, John, sitting in a hot Jacuzzi, 
sipping champagne, replies in an overly slow, breathy voice, pausing between each word, 
lingering for a long time on the letter ‘o’: ‘I ... am ... ooooo ... kay’ – Jeg ... har det ... 
deilig! [I have it lovely]. 
 
4. Emotive: statement of feeling. Someone runs jubilantly out from a doctor’s surgery, 
having just received news that s/he does not have some suspected disease, shouting to a 
friend: ‘I’m OK!’ – Jeg er frisk! /Alt er bra! [I am well (healthy)! / All is good!]. 
 
5. Phatic: confirming that the communication channel works. The chairman of a 
telephone meeting checks that all the connected participants are hooked up, and asks: 
‘Can everyone hear me?’ Several of the participants answer: ‘I’m OK’ – Alt i orden [All 
is in order]. 
 
6. Metacommuncative: terms used to illuminate other terms. A confused foreigner asks a 
friend: ‘What does “I am swell” mean?’ The friend replies: ‘It means “I’m OK” ’ – Det 
betyr: Jeg er ok [It means, I am OK] (Skuggevik, 2009, p.206). 
The same expression “I’m ok”, is rendered using different phrases according to its 
connotative meaning and function. Understanding the communicative function of 
expressions helps subtitlers formulate accurate and related subtitles. 
 
2.2.5 Features of films 
Watching films is one of the popular ways of entertainment and enjoyment. There are 
wide choices and plenty of genres to suit all tastes, such as drama, action, comedy, horror, 
fantasy, science fiction and mystery. There is no need to go to the cinema to watch them; 
they can be watched at home on TV or internet. In fact, film makers and producers aim at 
marketing their films all over the world, so they know the importance of translation to 
achieve their goal; good translation means more profit.  
 
Let’s compare between the experience of reading a novel and the experience of watching 
the film built on that novel. Readers of novels have only the text and their free mind and 
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imagination, so they can vision the characters, settings, places, actions, feelings, even 
sounds and voices the way they want. That is possible because the writers of novels 
provide accurate and detailed explanation of all of that. While watching films is something 
different because everything is portrayed, so you can see the characters and places and you 
can hear their voices and intonations.  
 
Generally speaking, novels have more words than films because many parts of novels are 
transferred using a variety of channels; verbal, nonverbal, audio and visual channels. 
Novels are monosemiotic texts since they have one channel whereas films are 
polysemiotic texts as they involve several channels.  
 
The purpose of this comparison is to stress that verbal auditory channel including dialogs 
is not the only source of information in audiovisual material. Images, sounds, intonations 
in addition to verbal and nonverbal elements are important to understand the events of the 
film. Subtitlers make effort to produce cohesive subtitles that could be understood 
smoothly and allow viewers to keep up with both subtitles and scenes. Subtitles could 
cover some parts of the screen and they also could distract the attention of viewers, so they 
may miss some significant visual elements. Besides, Subtitles could put viewers under 
pressure consequently they might not enjoy watching the film. 
 
At the early stages of film industry, silent films were the first form of films. Yet, they 
were communicative and easy to understand. Subtitling is an additive type of translation 
and its purpose is to help people grasp the meaning and the message. Film subtitlers must 
keep that in their minds and make sure that viewers will get both understanding and 
entertainment.  
 
Film techniques such as camera positioning, lighting, sound effects and music are 
purposefully used and they are meant to contribute in the comprehension of the plot and 
actions. Furthermore, they are employed to take the attention of viewers and keep them 
engaged. 
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2.2.6 Subtitling and semiotic channels 
“Semiotics is the field of research that studies signs as an essential part of cultural life and 
communication” (Huhtamo, 2003, p. 3). It has two founders: the Swiss linguist Ferdinand 
de Saussure and the American philosopher Charles Sandres Peirce (Huhtamo, 2003).  
 
Here are the definitions of semiotics and subtitling from semiotic perspectives according 
to Gottlieb (1992, 2004): 
Semiotics is the study of signs and symbols as elements of communicative 
behavior such as language, gestures, or clothing, and subtitling is a: 
a. prepared communication 
b. using written language 
c. acting as an additive 
d. and synchronous semiotic channel 
e. as part of a transient 
f. and polysemiotic text (Huhtamo, 2003, p. 36). 
 
According to Gottlieb (1994, p. 265), subtitlers have to consider four simultaneous 
channels when translating films and TV programs; the first one is the verbal auditory 
channel, it includes dialog, background voices and lyrics. The second one is the non-
verbal auditory channel and it includes music, natural sound and sound effects. The third 
one is the verbal visual channel such as captions, superimposed titles and written signs on 
the screen. The last one is the non-verbal visual channel which includes gestures, facial 
expressions and pictures (Gottlieb, 1994, p. 37). Hence, subtitling is a huge challenge as 
subtitlers have to deal with these four channels to produce a complete semiotic context 
taking into account the technical constraints.  
 
2.2.7 Inter-semiotic cohesion 
Language and image complement each other as they have the same semantic function, so 
there should be agreement between subtitles and images.  
Inter-semiotic Texture refers to a matter of semantic relations between different 
modalities realized through Inter-semiotic Cohesive Devices in multimodal discourse. It 
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is the crucial attribute of multi-semiotic texts which creates integration of words and 
pictures rather than a mere linkage between the two modes (Liu Y; & O'Halloran, K. L, 
2009, p. 5).  
 
Regarding the auditory channel, sometimes songs are included in movies. Franzon (2008) 
discusses the issue of singability in song translation in print, subtitling and sung 
performance. That entails considering both music and lyrics to achieve conformity. In 
subtitled movies, songs are not meant to be performed. In general, subtitlers sometimes do 
not translate songs and if they translate them, they focus on meaning and mostly apply 
literal translation. I think such decisions are based on the role of lyrics, so if they are 
important and related to the scene they are translated.   
 
There are two models to investigate image-text relations; the grammar-based approach and 
the discourse-based framework. Martin (1992) proposes implication sequence to map out 
the logical relation between language and image. These relations could be comparative, 
additive, consequential and temporal (Martin, 1992). 
 
There are insufficient studies discussing the relation between text and moving image. 
Ngamsa (2013) investigates the patterns of intersemiotic cohesion in the moving image 
and he finds that this type of cohesion is achieved when linguistic and extra linguistic 
features meet. The use of person and place deixises is related to referential explicitness, so 
visual items can clarify implicit lexical items. 
   
Concerning Arabic studies on coherence in relation with subtitling, they are thin and 
unsatisfying. Thawabteh and Musallam (2016, p.111) state that “it is of paramount 
importance for the subtitler to ensure synchronization of the subtitles with the dialog and 
the moving image as a lack of synchronization may lead to a breakdown in 
communication.” Hence, the accurate synchronization of both verbal and nonverbal 
elements enhances coherence and understanding. 
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Chapter III 
 
Methodology 
 
3.1 Procedures of the study 
This study is based on both the descriptive and the analytical approaches of research. First 
of all, a general overview of translation models and methods is provided as they are 
involved in subtitling and subtitlers should be aware of them to do their job in a perfect 
way. Indeed, to some extent, these models are important for the analysis of the examples. 
Then, the distinctive features of subtitling are explored in order to demonstrate the reason 
why it should be treated as a special type of translation. Subtitling deals with two different 
modes of language, the spoken and the written. It also differs from other types of 
translation because it involves a multi-semiotic blend of different components:  images, 
sounds and written captions. In practice, subtitles should be clear in terms of language, 
structure and font color and size and condensed so that viewers can keep up with both 
subtitles and images.  
 
This study has two cornerstones: subtitling and cohesion. Therefore, cohesion is discussed 
from differing perspectives. Halliday and Hasan’s theory of cohesion is the basic 
framework of this study, so it is given more attention. The analysis of dialogs is based on 
this theory. Halliday and Hasan discuss cohesion in terms of its grammatical and lexical 
aspects. They identify five general categories of cohesive devices: reference, ellipsis, 
substitution, lexical cohesion and conjunction (Halliday and Hasan, 1976).  
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In general, cohesion in mono-semiotic texts, such as books, is achieved through the lexical 
and grammatical cohesive ties while other verbal and nonverbal elements are interrelated 
with the cohesive devices found in polysemiotic texts such as audiovisual materials. The 
outcome of blending cohesion and subtitling is ‘intersemiotic cohesion’. Intersemiotic 
cohesion is affected by the four simultaneous channels of communication: the verbal 
auditory channel, the non-verbal auditory channel, the verbal visual channel and the non-
verbal visual channel. In brief, inter-semiotic cohesion refers to the relation between 
language on the one hand and image and sound on the other one. In order to investigate 
cohesion in subtitling, illustrative examples are taken from a subtitled movie entitled ‘The 
Secret Life of Walter Mitty’. 
 
The analysis of the examples is conducted with reference to the cohesive devices 
suggested by Halliday and Hasan and the four intersemiotic channels mentioned above. 
After providing theoretical background on cohesion and subtitling and analyzing the 
examples, the final results and findings are shown in the conclusion and recommendation 
chapter.  
 
3.2 Data of the study 
The data are excerpted from a movie entitled ‘The Secret Life of Walter Mitty’. The 
original transcript of the movie is taken from a website but locating an authentic Arabic 
subtitled copy was the major practical difficulty. There are various versions of subtitles 
available on the internet, but they are not professional. They are produced by means of 
crowdsourcing, often by movie ‘fans’ acting as amateur subtitlers. I have tried to 
communicate with TV channels to get a copy of the subtitled movie or a copy of the 
subtitle file, but they could not help me; however, I was able to record it using a computer 
software (Screen Recorder) as it was broadcasted on TV. Long time and significant effort 
were put towards manually extracting the subtitled script. Regarding the pictures used in 
the analysis, they are cropped by a computer software (Paint).  
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‘The Secret Life of Walter Mitty’ is an adventure, fantasy, comedy-drama film, released in 
2013. Walter Mitty (Ben Stiller) lives his life through daydreams, but when his job is 
threatened, he takes action in the real world and embarks on a global journey that turns 
into an adventure more extraordinary than anything he could have ever imagined.  
 
When world famous photographer Sean O'Connell (Sean Penn) submits his master work 
to be considered for the cover of the final printed issue of the magazine ‘Life’, he finds 
that the most important photograph is missing from the negative reel. Walter Mitty goes 
around the world looking for Sean and his master photograph, only to find that he had the 
print in his wallet the whole time. In the process, he becomes the kind of person he always 
wants to be and finally gets the girl he loves, Cheryl Melhoff (Kristen Wig). 
 
This film is suitable for this study since audio-visual features and techniques play a very 
significant role in it. In 2013, it won the award of best audio visual technique at the Key 
Art Awards. Indeed, it was nominated for the award for outstanding supporting effects in a 
feature motion picture at the Visual Effects Society Awards. 
3.3 Purpose of the study 
 
This study seeks to understand the nature of interaction between images, sounds, lyrics 
and subtitles. It investigates the methods of maintaining cohesion throughout the movie. 
Subtitlers should be aware of the significance of images and sounds in their job; 
sometimes images are more expressive and important than subtitles; in this case, subtitles 
should be short and condensed. Hence, in this case when images are not clear, i.e. they are 
not self-explanatory, the subtitler has to add captions to illustrate them. Concerning the 
connection between sounds and lyrics, this research indicates that they should be 
captioned and rendered if they are pertinent to the unfolding of the plot.  
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Chapter IV 
 
Discussion and analysis 
   
 
Overview 
The first section of this chapter is entitled ‘Verbal visual channel’. It highlights the 
importance of translating the discursive elements appearing on the screen. It includes 
some scenes in which communication is achieved through the visual channel. Rendering 
those written words and captions helps viewers understand the related dialogs and actions. 
The second section of the discussion aims at investigating the ways in which lexical 
cohesion is attained and to see if the lexical items are conveyed literally or changed. The 
third one includes examples in which dialog and image complement each other in order to 
understand the procedures for maintaining semiotic cohesion. The fourth section is meant 
to show the significance of gestures and body language as nonverbal elements of 
communication. The last two sections concern the verbal auditory and the nonverbal 
auditory channels. They examine the ways of deciding whether they should be rendered or 
not.  
 
4.1 Verbal visual channel 
This section highlights the importance of translating the written words and captions 
displayed in audiovisual material in general and in movies in particular. Discursive 
elements can have a considerable effect on cohesion and understanding.  
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Not a single word is uttered at the beginning of the first scene, which lasts about three 
minutes. Though it is a very important scene, many conversations and actions ahead 
depend on it, so it is more like an introduction.  
 
Figure 2: Additional information is needed to clarify the function of the website. 
Native English speakers are more likely to recognize and understand allusions to English-
language popular culture, such as eHarmony. Hence, the subtitler’s job is to provide the 
target audience with an idea of what other viewers might take for granted as common 
knowledge. Apparently, ‘eHarmony’ has to be rendered with some explanation, such as 
‘online dating website’. The name of the website is subtitled ‘ينومراه يإ’, but no additional 
information is added.  
 
Figure 3: Nonverbal gesture. 
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Figure 4: Caption translation “error alert”. 
The two pictures above show the action of sending what amounted to an ‘aborted’ wink to 
Cheryl Melhoff. The wink in this context is a nonverbal gesture intended to communicate 
a sense of shared purpose or understanding, in this case, frustration with modern 
technology. A wink is generally used with affection and it seems to be a transcultural 
gesture. In order to understand its underlying intention, viewers must recognize the 
problem. Thus, it is necessary to translate the icon ‘send a wink’ and the error message 
‘Unable to perform request’. This may also communicate less immediately recognizable, 
unarticulated meaning which may resonate only among certain English-speaking 
communities. 
 
The phone call between Walter Mitty and Todd Mahar, an employee at eHarmony, relates 
to the above pictures: 
Tod: 
 
Walter: 
 
 
 
Tod: 
 
 
Walter 
Tod: 
 
Hi! Todd Mahar, eHarmony. 
How can I help you today? 
Hi. I can't seem to leave a wink for 
someone. 
I don't know, is my page broken? 
Do I maybe have 
a broken page, or... 
I've never heard of that, but, okay. 
You're trying to use your eHarmony 
account for the first time? 
I am. 
Okay. 
، ابحرم  انأ)دوت راهام(  نم)يإ ينومراه(  
فيك ؟كدعاسأ 
، ابحرم لا يننكمي لاسرإ ةزمغ مهدحلأ يف 
مكعقوم 
له يتحفص ؟ةلطعم 
له يدل ةحفص ةلطعم وأ... 
مل قبسي يل عامس ءيش اذهك نكل لا سأب 
لواحتأ  ىلع كباسح مادختسا)يإ ينومراه( 
؟ةرم لولأ 
معن 
  انسح 
انأ ققحتأ نم كتانايب ةيصخشلا 
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Walter: 
 
 
 
 
 
 
 
Tod: 
 
 
 
 
Walter: 
Tod: 
 
 
Walter: 
 
 
Tod: 
I'm looking at your profile. 
We have a pretty intricate 
matching algorithm. 
That's what distinguishes us from 
other online dating services. 
Yeah, I like that. 
Actually, I'm just trying to 
leave a wink for one person. 
Cheryl Melhoff. 
She started in my division 
at work about a month ago... 
and I overheard her near the bagels 
saying she was on your site. 
Okay, that's unique. 
But let me ask you. 
You left a lot of this stuff... 
like the “Been There, Done That” 
section, you left it blank. 
Yeah, I think I skipped it. 
Okay, you got to 
help me out here, man. 
Don't skip stuff. 
Okay, well, I haven't really been 
anywhere noteworthy 
or mentionable. 
Have you done anything 
noteworthy, mentionable? 
انيدل جذومن دقعم رايتخلا صاخشلأا 
سانملانيب كل 
زيمتن كلذب نع ةيقب تامدخ ةدعاوملا ىلع 
تنرتنلإا 
،معن ينبجعي كلذ 
يف  ةزمغ لاسرإ لواحأ عقاولاصخشل دحاو 
) فوهليم ليريش(  
 
تأدب لمعلا يف يمسق لبق رهش 
 
اهتعمسو ةفداصم لوقت اهنأ مدختست مكعقوم 
 
، انسح اذه رمأ ديرف نم هعون 
نكل ينكرتا كلأسأ 
دقل تكرت ريثكلا نم لوقحلا ةغراف 
لقحك ”رافسلأا براجتلاو ةقباسلا“ 
 
،معن يندقتعأ اهتلهاجت 
كيلع نأ يندعاست اي يقيدص 
لا لهاجتت هذه روملأا 
 
يننكل  ناكم يأ ىلإ بهذأ ملقحتسي ركذلا 
 
 
ملأ  يأ لعفتءيش قحتسي ركذلا؟ 
 
Viewers have basic background information about the problem, so that they can 
understand this conversation easily. At the beginning of the conversation, Walter refers to 
Cheryl Melhoff using the general word ‘someone’, and it seems the viewers have no 
problem inferring that.  
 
Regarding the strategies of subtitling, both ‘noteworthy’ and ‘mentionable’ are synonyms; 
they are rendered once ‘ركذلا قحتسي’. In this part ‘I don’t know, is my page broken? Do I 
have a broken page?’ there is some kind of redundancy, so condensation might be an 
acceptable strategy in this case. There is no need to mention the same idea twice as long as 
that will not affect cohesion. This way, the subtitle would be shorter. Omission is also 
applied: ‘Near the bagels’ is not included in the subtitle. The point here is how he knows 
about the website, the place is not something remarkable and it does not relate to the plot. 
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In reality, Walter Mitty is an ordinary person, a normal employee. His life revolves around 
his job and his family and, it seems, he has never done anything extraordinary in his life. 
Consequently, he skips the section of ‘Been There, Done That’. So far, nowhere and 
nothing in his life is noteworthy or mentionable. However, he has experienced many 
adventures and extraordinary things in his mind.  
  
Figure 5: Caption translation 
   
Figure 6: Caption translation. 
These two captions are also taken from the first scene. The first description illustrates the 
qualities of the perfect man from Cheryl’s perspective. The second includes a remark 
about Cheryl’s dog; it does not have four legs. The following scene, or should we say 
‘daydream’, is constructed around these captions.  
Cheryl: 
Walter: 
Cheryl: 
 
 
Walter: 
Chips! 
Over here! 
Chips! Thank you! 
How did you know 
about the building? 
I heard barking, 
)سبيشت( ! 
نم انه! 
)سبيشت(!كل  اركش ! 
فيك تملع ام لصحيس يف ىنبملا 
 
تعمس ، احابن تممتشاو ةحئار زاغ 
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Cheryl: 
Walter: 
 
Cheryl: 
thought I smelled gas. 
I hope it's okay. 
I engineered 
a prosthesis for Chips 
while I was sprinting 
down the stairwell. 
A little hip-joint assembly 
with a drop-ring lock and 
an anterior pelvic band. 
God, you're noteworthy! 
I just live by the ABC's: 
Adventurous, Brave, Creative. 
That's everything I want in a man. 
 
 
لمآ كنأ لا نيعنامت 
تعنص هل ةمئاق ةيعانطصا نيح تنك 
لزنأ مللاسلا 
 
 
لصفم كرولل عم ةقلح وةطوشنأ  ةيلخاد
ضوحلل 
 
اي ،يهلإ تنأ قحتست ركذلا! 
يئدابم يف ةايحلا يه رماغملاة ةعاجشلاو 
عادبلإاو 
اذه لك ام هدوأ يف لجرلا 
 
In this scene, Walter imagines himself saving ‘Chips’, Cheryl’s dog, and other people 
from getting hurt because of a gas explosion. Depending on the previous caption, ‘a 
prosthesis’ is related and it makes sense. Moreover, that indicates his creativity. ‘The 
ABC’ principle is taken from Cheryl’s description of the perfect man ‘Adventurous, 
Brave, Creative’. It is advisable to use simple words because they are easily understood, 
the word ‘ةطوشنأ’ is not a common word and it will not be understood by everybody. It can 
be replaced by ‘مازح’.  
 
On the other hand, visual elements are essential in this scene, they complement the 
conversation. It is necessary to see the way Walter jumps in the building, ‘Chips’, the 
prosthesis, the building, the explosion and people running away from the building. 
Besides, sounds are also a vital part here; the sound of barking, shouting and explosion.  
 
Rendering captions and written words is not always possible because of limited space and 
time. Moreover, they could be concurrent with verbal elements. The motto of the 
magazine ‘Life’ is the core of the film, it is the message that is intended to be passed to the 
audience. The first time it appears on the wall when Walter reaches his work place. At that 
time there is a conversation going on between him and his sister, Odessa, so it is not 
possible to translate it. 
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Figure 7: Untranslated caption as it coincides with a conversation. 
The second time is when Walter gets a gift from Sean O'Connell; it is engraved on the 
wallet. Here also there is no space to translate it.  
 
Figure 8: Untranslated caption due to insufficient time and space. 
The third time is at the airport, when Walter has decided to travel to Greenland to find 
Sean O’Connell by himself. It is not shown completely at once as the previous times, it is 
displayed in the form of small captions all along the way until the plane takes off. The 
captions are translated except one and there is integration between them and the event. In 
fact, they are meant to be part of this scene as if life is given to them. For Walter, it is time 
to live by the motto. 
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Furthermore, the motto is mentioned in some dialogs. The following conversation between 
Walter and Cheryl takes place while they are going to the park. Cheryl is talking about the 
reason why she has decided to work in the magazine.   
Cheryl: 
 
 
 
 
 
 
 
 
 
Walter/ 
Cheryl: 
Walter: 
 
 
Cheryl: 
Walter: 
Cheryl: 
I used to work at Nabisco. 
And then, I had a change... 
and I decided to apply to LIFE. 
Thought it would be more 
colorful, less regular, I guess. 
You know, I just like 
the idea of it. 
I like the motto of the company. 
Do you know it? 
“To see the world... 
“Things dangerous to come to... 
“To see behind walls.” 
Yeah, I... 
I got this, from Sean. 
He gave this to you? 
Yeah. 
I like that, 
“TO DRAW CLOSER.” 
تنك  يف لمعأ)وكسيبان( 
مث ثدح رييغت يف يتايح 
تررقو  ةلجم يف فيظوت بلطب مدقتأ نأ
)فيلا( 
تننظ نأ لمعلا نوكيس رثكأ   اعونت لقأو 
ةباتر 
 
تببحأ كلت ةركفلا 
اهنإ  هبشتراعش ةكرشلا ؟هفرعت له 
 
ةيؤر ملاعلا 
ضوخو اخملارط 
فشكو روتسملا 
،معن انأ... 
تلصح  ىلعهذه  نم) نوش( 
وه كاطعأ ؟اهايإ 
معن 
ينبجعت  ،ةملكلا كلت)براقتلا( 
The demonstrative pronoun ‘this’ refers to a visual item, the wallet. There is addition in 
two places: The first ‘I had a change’= ‘يتايح يف رييغت ثدح’ and the second ‘that’= ‘ةملكلا كلت’ 
the purpose of that is to make the sentences clear and cohesive. Moreover, the subtitler 
translates the motto in a parallel way using nominal clauses ( فشكو لوهجملا ضوخو ملاعلا ةيؤر
روتسملا). In addition, the conjunction ‘و’ = ‘and’ is added to comply with the Arabic 
language style. 
 
Furthermore, the way of displaying the adventure of Walter in the Himalayas in 
Afghanistan completely based on the ‘verbal visual channel’. Audience can only see 
pictures and actions with some captions. Here are some of them:  
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Figure 9: Lack of graphic effects in subtitling. 
Graphic effects are very influential, they make written words part of the scene. In the 
photo above, viewers can feel the verb ‘drifts’ as if it is moving in harmony with the snow 
and Walter. Subtitles are fixed no such effects could be added.  
 
Figure 10: Localization “length unit” 
Localization is important to give audience a clear image: ‘18000 feet = 5500 meters’. 
Concerning the length unit, the target audience is more familiar with ‘meter’. According to 
Vermeer (1989) the purpose and the function of translation must be realized to help the 
target audience feels related.  
 
 
"جلثلاك ينهذ فرجني" 
 عافترا ىلع نلآا انأ"5500 "رتم  
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4.2 Lexical Cohesion 
The missing negative of the cover photo of the last printed issue of the magazine is the 
main motivation that encourages Walter Mitty to get out of his comfort zone and 
experience great adventures in real life. In the movie, various expressions are used to refer 
to it.  
but number 25 is my best ever. 
The quintessence 
of life, I think. 
I trust you'll get it 
where it needs to go... 
you always do. 
نكل ةروصلا ةيبلسلا مقر 25 قلاطلإا ىلع لضفلأا يه 
اهنإ ييأرب ةايحلا رهوج نع ربعت 
 
انأ دكأتم نم كنأ عضتساه ناكم يفاه بسانملا 
 
امك  كتداع يه 
This text is taken from the note sent by Sean O’Connell to Walter Mitty. He refers to that 
photo as ‘number 25’ and ‘the quintessence of life’ in addition to the pronoun ‘it’. In 
Arabic, more details are added; it is the first time to mention the photo, so it is a good 
decision to give full translation (  مقر ةيبلسلا ةروصلا25 ) = (negative number 25). Furthermore, 
while reading the note, viewers can see Hernando mounting the negative reel. Concerning 
( اهنإ ةايحلا رهوج نع ربعت ) = (It represents the quintessence of life), this addition is due to 
Arabic syntax. Pronouns stay the same (اه), attached pronoun.  
The word negative is recommended to be translated as )ةدوسم( since the new generation is 
not familiar with this type of pictures that need to be processed and developed in a special 
lab. Word choice is essential to help viewers understand smoothly. ( ةروصلا ةيبلسلا ) literally 
means (negative picture), so there could be misunderstanding.  
Ted: “reading 
Sean’s letter” 
 
 
 
Tony: 
 
Ted: 
 
 
 
 
"I expect full consideration 
of negative 25 for cover. 
“My most grand.” 
“The quintessence of life.” 
What is that? 
It means like the 
fullest and most rich. 
Okay. So our cover will probably 
be the most famous ever... 
because it really will have the 
big quintessence of all time. 
Very full and so rich. 
So let's see this thing. Huh? 
عقوتأ  رايتخا مكنمةروصلا ةيبلسلا مقر 25 
فلاغلل 
اهنإ مظعأ يروص قلاطلإا ىلع 
ّربعت نع رهوج ةايحلا 
ام ىنعم ؟كلذ 
يأ لماكلا رثكلأاو ءارث 
 
  اذإ نوكيس اذه فلاغلا وه رهشلأا ىلع 
قلاطلإا 
هنلأ   لاعف لمحيسمهأ رهوج قلاطلإا ىلع 
لماكلا رثكلأاو ءارث 
 
انوعد  ىرنكلت ةروصلا ؟مكيأر ام ، اذإ 
49 
 
Here, Ted Hendricks, the managing director of the transition, is reading the telegram sent 
by Sean O’Connell during the meeting. There is a missing causal conjunction before ‘My 
most grand’; Sean is giving reasons why negative 25 should be considered for the cover. 
Yet, that relation is logically understood and no need to use any conjunction. 
 
‘My most grand’ is translated as ‘ يروص مظعأ اهنإ قلاطلإا ىلع ’. ‘اهنإ’ is an anaphoric pronoun, 
it refers to ‘  مقر ةيبلسلا ةروصلا25 ’. ‘ربعت’ = ‘it represents’, there is an implicit pronoun 
referring to that negative. ‘The big quintessence of all times’ is translated as ‘ ىلع رهوج مهأ
قلاطلإا’. The general word ‘thing’ is rendered as ‘picture’, it is not translated literally to 
keep consistency. However, the attached pronoun ‘اه’/ ‘ ارناه ’ is enough.  
Cheryl: 
 
Walter: 
You're processing the last cover 
photo. 
That's a big deal. 
Yeah, it's... there's a... 
we have a glitch. 
تنأ  ضمحتةروص رخآ فلاغ  
اذه رمأ مهم 
،معن نكل ةلكشم انيدل 
 
Literal translation is applied with ‘the last cover photo’. On the other hand, the 
conjunction ‘نكل’= ‘but’ is added in Arabic. The incomplete phrases, ‘it’s… there’s a…’, 
are deleted. That is fine as it does not affect cohesion and understanding.   
He took them around the 
same time he took 25. 
مت  عم اهسفن ةرتفلا يف اهطاقتلاةروصلا 25 
 
In this scene, Walter Mitty is looking at the contact sheet to see the photos that could be 
taken around the time of taking 25. In Arabic, the word ‘picture’ is added to 25.  
Cheryl: 
Walter: 
 
 
Cheryl: 
Walter: 
Is that 25? Can I see? 
That's... No. 
I can't quite find 25... 
just now. 
You can't find it? 
Yeah.  
له  هذهةروصلا 25؟ يننكميأ تيؤراه؟ 
كلت ...لا 
لا  ىلع روثعلا عيطتسأةروصلا 25 
يف تقولا نهارلا 
لا  روثعلا عيطتستاهيلع؟ 
معن 
Similarly, ‘25’ is translated as ‘picture 25’. There is nominal ellipsis in this question ‘Can 
I see (it)?’ In Arabic, the attached pronoun ‘اه’is added.  
Ted: 
 
Final cover. 
Big responsibility. 
فلاغلا ريخلأا 
اهنإ ةيلوؤسم ةريبك 
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Walter: 
 
 
Ted: 
 
Walter: 
Oh, is that my quintessence? 
No. 
We're prepping the wetting agents 
on that to start the process. 
Really? Because it looks like 
you're playing with toys. 
No, this is a gift. 
Yeah, the negative needs to 
go through a very technical... 
 
له  هذهةروص رهوجلا ؟اهنع ثحبأ يتلا 
لا 
نحن رضحن لماعلا بملالل أدبنل ةيلمع 
ضيمحتلا 
؟ اقح ذإ ودبي يل كنأ بعلت ىمدلاب 
 
،لا هذه ةيده 
،معن  رمت نأ بجيةروصلا ةيبلسلا  ةيلمعب
...ةينقت 
 
‘Quintessence’ rendered as ‘ ةروص رهوجلا ’. The possessive adjective ‘my’ is not translated. 
Obviously, ‘ يتلا ثحبأ اهنع ’= ‘which I’m looking for’, this relative clause is added to show 
the interest of Ted Hendricks in the photo as a substitution of ‘my’. There is no need to 
add this clause since it does not affect the meaning and it makes the subtitle longer. In 
fact, word choice is important, so it is appropriate to translate the word ‘negative’ as 
‘ ةروصلا ةيبلسلا ’ or ‘ةدوسملا’ because it is a technical one. 
Ted: 
Walter: 
Ted: 
 
 
 
 
 
 
 
 
 
 
 
Walter: 
Ted: 
Where's my thing? 
It's in a silver bath. 
I don't even know what language 
you're speaking right now. 
You know, you got 
to take me seriously. 
I got a magazine to execute here. 
And bosses to answer to. 
So next time I see you, 
I see that picture. Okay? 
Hey! Dream Machine! 
Hello? 
I want proof you heard me. 
Next time I see you... 
You see the picture. 
That's right! 
نيأ يتروص؟ 
اهنإ يضفلا ضوحلا يف 
لا يتلا ةغللا مهفأ اهملكتت نلآا 
 
كيلع  دجلا لمحم ىلع ينذخأت نأ 
 
  يلع رادصإ ةلجم انه 
انأو  مامأ لوؤسميئاردم 
امدنع  ةيؤر ديرأ ةيناث كارأكلت 
ةروصلا، ؟موهفم 
  لاهم !اهيأ ملاحلا! 
؟ ابحرم 
ديرأ   اناهرب ىلع كنأ ينتعمس 
امدنع  ةلبقملا ةرملا يف كارأ 
ىرتس ةروصلا 
كلذ حيحص! 
‘Thing’ is a general word, but in this context it refers to that photo. In Arabic, it could be 
confusing to translate it literally, so it is better to mention the intended thing. The 
demonstrative ‘that’ indicates far distance. ‘Next time I see you’ is a temporal deictic 
expression. ‘Hey!’ = ‘  لاهم’ is translated in terms of its function. 
Walter: 
Hernando: 
Any luck, Hernando? 
I turned the place 
له  اي ظحلا كفلاح؟ودنانريه 
تبلق  بقع ىلع  اسأر ناكملاةروصلا 
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 upside-down. 25 is not here. 
I searched Receiving, too, man. 
This never happens! 
I'm telling you... 
it's nowhere, Walter. 
I mean, maybe he 
didn't even send it. 
Maybe it's still on him. 
25 انه تسيل 
تثحب يف ديربلا دراولا   اضيأ 
مل  لصتةروصلا   ادبأ 
ينقدص 
اهنإ  اي ناكم يأ يف تسيل)رتلاو( 
هلعل مل لسرياه   لاصأ 
 
لعلاه هعم تلاز ام 
In Arabic, ‘25’ by itself does not make sense, so ‘ةروصلا’ should be added. ‘The place’ and 
‘here’ are spatial deictic devices, they refer to the office. ‘I'm telling you..’ is rendered as 
‘ينقدص’ according to its connotative meaning.   
Ted: 
 
 
 
 
 
Walter: 
 
 
 
Ted: 
Walter: 
 
Ted: 
What did I say? 
I see you. 
The photograph. 
Now. Let me see it. 
He looked it up. There's no 
such thing as a silver bath. 
Listen, there was uncertainty 
about the negative. 
I understood that, hopefully, 
it was in Iceland. 
It was in your care. 
If you just give 
me some more time... 
You're fired. 
We'll make another cover. 
اذام تلق ؟كل 
انأ كارأ 
ةروصلا،  
ينرأ ايإاه نلآا 
دقل ىرجأ ، اثحب لا دوجو ءيشل ىعدي 
ضوحلا يضفلا 
ناك  صوصخب كش كانهةروصلا ةيبلسلا 
 
تنكو لمآ نأ دجأاه يف )ادنلسيآ( 
 
تناك )ةروصلا( كتدهع يف 
نإ  تقولا نم  اديزم ينتيطعأ 
 
تنأ دورطم 
ممصنس   افلاغ رخآ 
Here, Ted Hendricks is talking to Walter; the last time they meet, Walter promises to show 
him the picture next time they see each other. ‘What did I say?’ He means last time ‘I see 
you’ this is the time to fulfill the promise. ‘The photograph’= ‘ةروصلا’ and ‘the negative’= 
‘ ةروصلا ةيبلسلا ’ are rendered literally. However, the pronoun ‘it’ is replaced by the noun 
‘ةروصلا’ to make the statement clearer and stronger, ‘it was in your care’ = ‘ تناك ةروصلا  يف
كتدهع’. The decision of dismissing Walter and making a new cover based on that 
statement.  
Mom: 
Walter: 
 
Mom: 
Walter: 
What's the matter? 
I got fired. 
I lost a picture of his. 
Can you find it? 
No, I don't know where he is. 
ام ؟رملأا 
دقل تدرط نم يلمع 
تدقف ىدحإ هروص 
كنكميأ روثعلا يلعاه؟ 
،لا لا فرعأ نيأ وه 
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In this scene, Walter and his mother are the two parts of the conversation. What is really 
considerable here is using the indefinite article ‘a picture’. In Arabic, it is rendered as 
‘هروص ىدحإ’= ‘one of his pictures’. Walter’s mother does not know anything about that 
photo and its importance, so it is appropriate to use an indefinite article.  
Walter: 
 
 
 
 
 
Sean: 
 
Walter: 
Sean: 
Walter: 
Sean: 
Walter: 
Sean: 
Sean, there was a negative that 
got separated from your roll. 
I'm taking a lot of 
heat over it at work. 
It never came with the 
roll that you sent. 
The last roll 
you're talking about? 
Yeah. 
The 25. 
Yeah. 
You're sitting on it. 
Why am I sitting on it? 
It's in your wallet. 
That was the gift. 
The photograph. 
 
تناك  كانهةروص ةيبلس  يف ةدوقفم
ريخلأا كمليف 
هجاوأ ريثكلا نم طغضلا اهببسب يف 
لمعلا 
مل لصت عم مليفلا يذلا هتلسرأ 
 
 
ملكتتأ نع مليفلا ؟ريخلأا 
 
معن 
ةروصلا 25 
معن 
تنأ سلجت يلعاه 
اذام ينعت يننأب سلجأ يلعاه؟ 
نإاه كتظفحم يف 
كلت ةيدهلا تناك 
ةروصلا 
Both ‘a negative’ and ‘the photograph’ are translated literally. In this scene, the indefinite 
article ‘a’ is used purposefully; Walter does not ask about ‘negative 25’ directly, he refers 
to it as ‘a negative’. In this statement, ‘You’re sitting on it’, the maxim of relation is 
flouted: Walter cannot see the relation that is why he asks ‘why am I sitting on it?’ The 
subtitler makes use of the presence of Sean on the screen that is why his name is elided in 
the first subtitle.  
Sean: 
Walter: 
Sean: 
So, you have no idea what it was? 
The photograph? 
It's a shame. 
It was a beauty. 
  اذإ تنأف لا فرعت اذام ناكت؟ 
؟ةروصلا 
اذه فسؤم 
ناكت ةليمج 
This conclusion is reached out after revealing the fact that Walter has thrown away the 
wallet. Walter wants to make sure that Sean means the photograph. Using ‘photograph’ 
instead of ‘negative’ is professional and functional as it is the outcome of processing the 
negative.  
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Walter: 
 
 
There's the picture 
Sean wanted. 25. 
You have two days 
to print for cover. 
There's your quintessence. 
اه  يهروصلاة  ،)نوش( اهدارأ يتلا
ةروصلا 25 
كيدل ناموي يك ضمحتاه عبطتواه 
فلاغلا ىلع 
اه  وهرهوجلا هتدرأ يذلا 
Thanks to Walter’s mother, she takes the wallet out of the trash and gives it back to 
Walter. In this scene, Walter gives the negative to Ted Hendricks to be the final cover of 
the magazine as Sean wants. ‘The picture, 25, your quintessence’ all refer to that photo.  
 
In English, there is ellipsis ‘to print…’, in Arabic, the attached pronoun is added. Same 
style is applied here; (25) = (picture 25), 25 does not stand alone and the possessive 
adjective (your) is replaced with a relative clause هتدرأ يذلا()  = (that you wanted).   
Hernando: 
 
Walter: 
Hernando: 
Walter: 
What was it? Sasquatch? 
A unicorn? 
The negative? 
Yeah. 
I didn't look. 
اذام  تناكةروصلا؟  ؟جلثلا لجر 
سرفلا ديحو ؟نرقلا 
ةروصلا ؟ةيبلسلا 
معن 
مل رظنأ 
The pronoun ‘it’ is replaced by the noun ‘the picture’ in Arabic. However, the following 
question ‘The negative?’ demonstrates the intended meaning of ‘it’.  
 
In English, many variable words and expressions are used to refer to that photograph. 
(Number 25, the quintessence of life, negative 25, most grand, thing, the last cover photo, 
25, the negative, the picture, the photograph). Meanwhile, fewer words and expressions 
are used in Arabic.  مقر ةيبلسلا ةروصلا(25 ةروصلا ،فلاغ رخآ ةروص ،ةروصلا ،)رهوجلا ةروص( رهوجلا ،
25)ةيبلسلا ةروصلا ، . The use of the word ‘ةروص’= ‘picture’ all the time throughout the movie 
is a way of keeping consistency so that viewers can understand the subtitles easily.  
4.3 Semiotic cohesion  
“Intersemiotic cohesion is a concept which explains the interaction of numerous linguistic 
features that form text and make meaning in film discourse” (Ngamsa, 2013, p. 11). In 
subtitling, cohesion is achieved through the unity of dialogs, images, signs, captions and 
even sounds and lyrics. The following examples illustrate the importance of pictures in 
complementing the conversation. 
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Walter: 
 
 
Hernando: 
Hey, how long has this neg roll 
been here... out in the open? 
It says "Sean O'Connell." 
It came in this morning. 
مك  دوجو ىلع ىضماذه مليفلا  يبلسلاانه 
يف ءارعلا؟ 
بوتكم هيلع )نوش لينوكوأ( 
لصو اذه حابصلا 
The speaker is Walter Mitty and the addressee is Hernando. ‘Hey’ is said to take the 
attention of Hernando, it could be rendered as ‘ قل يل /ينربخأ ’. Yet, it is fine to delete it. 
‘This’ indicates the closeness of the negative roll, and as it is shown in the picture, Walter 
is holding it in his hands and looking at it. ‘Here’ is a spatial deictic device and it can be 
understood from the picture; the negative roll is on the desk and that may damage it, it 
must be kept in a special place. ‘In the open’ could be translated as ) افوشكم(.  
Concerning the phrase ‘it says’, ‘it’ refers to a note found in the box of the negative roll. 
Logically, rendering it as ‘ بوتكم هيلع ’ = ‘it’s written on it’ is appropriate. However, it can 
be subtitled as ‘it’s from’ and ‘it’ here refers to the negative. ‘This morning’ indicates 
time; Walter has just arrived at his office, so it is not too long time. Moreover, there is a 
clock on the wall and the time is 9:20.  
 
Figure 11: Verbal visual channel.  
Walter: 
Hernando: 
Walter: 
Hey, you want to mount these? 
Seriously? 
Sure. 
له ديرت عضواه ؟راطإ يف 
له تنأ ؟داج 
ديكأتلاب 
‘These’ is a plural demonstrative for near things. It refers to the negatives in the roll. The 
image and utterance are one unit.  
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Figure 12: Unity of utterance and image. 
Ted: 
 
 
 
 
And for the final issue, 
we just received a telegram. 
Come on. 
From Sean O'Connell...who has never, 
I'm told, been willing... 
to speak with the executives here. 
Well, he broke his long silence 
and shared his thoughts with us... 
through that old man. 
دقو انيقلت ةيقرب ةبسانمب ددعلا ريخلأا 
 
ايه  
نم  نوش(لينوكوأ) 
يذلا  يف طق بغري مل هنأ يل ليق
 نييرادلإا عم ملكتلاانه 
دقل  ،ليوطلا هتمص رسك 
انكراشو هراكفأ 
نم  للاخكلذ زوجعلا 
‘Here’ is a spatial deictic device and it means ‘in the magazine’. The picture presents an 
old man carrying a bag and wearing a uniform behind the crowd. The phrase ‘That old 
man’ refers to him, he is the postman who has brought Sean’s telegram. ‘That’ is a spatial 
deictic device indicating far distance. The eyes of viewers must be free to be able to see 
this man as that indicates the fact that Sean is old fashioned, he is not in favor of modern 
technology and new life style.   
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Figure 13: The importance of giving the viewers a chance to see significant visual items. 
Hernando: 
Walter: 
 
 
 
 
 
 
 
Hernando: 
What do you see? 
This photo cluster. 
These three. 
They're the only printable ones. 
He took them around the 
same time he took 25. 
They could give us a clue 
to where Sean is. 
Blow them up, all right? 
Cool. 
اذام ؟ىرت 
ةعومجم روصلا ةثلاثلا هذه 
 
نإاه عبط نكمي يتلا ةديحولااه 
مت طاقتلااه  ةروصلا عم اهسفن ةرتفلا يف25 
 
دق لدتان  دوجو ناكم ىلع)نوش( 
 
لاه ربكتاه 
  انسح 
‘This’ and ‘these’ indicate near distance, the first for singular and the second for plural. In 
Arabic translation, there is condensation; ‘this photo cluster’ and ‘these three’ are put 
together ‘هذه ةثلاثلا روصلا ةعومجم’= ‘this three-photo cluster’. ‘Ones’ substitutes for ‘the 
three photos’. The personal pronoun ‘us’ can be understood from the context and image: 
Walter and Hernando.  
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Figure 14: Make use of the image to make the subtitle shorter. 
Cheryl: 
Walter: 
Cool glasses, very Sand 
People. 
These? No, 
these are loupes. 
They're for work. 
ةراظن  تايصخشب ينركذت ،ةليمج)بعش 
لمرلا( 
؟هذه  ،لا 
اهنإ ةسدع ةربكم 
اهلمعتسا لمعلل 
‘These’ refers to the loupes and their strange shape can be seen. In English, the words 
glasses and loupes are plural, but in Arabic they are singular. There is an exospheric 
reference here ‘Sand People’ which are fictional creatures in ‘The Star Wars Universe’. 
No space to explain that for the viewers. Adding the word ‘تايصخش’ = ‘characters’ is a 
good technique that helps audience realize that those people are film characters. Though, it 
is not a significant element in the movie so it could be omitted. 
 
Figure 15: Cultural reference.  
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Odessa: 
 
Walter: 
Odessa: 
 
 
 
Walter: 
Happy birthday. 
Stretch Armstrong! 
That's cool. 
Yeah. Isn't that awesome? 
This was your favorite thing when 
we were little. Do you remember? 
You want to do it? 
Yeah, all right. 
Come on, Stretch! 
ديع دلوم ديعس 
طاطملا )غنورتسمرآ( 
اذه ليمج 
،معن تسيلأ ةعئار؟ 
تناك كتيمد ةلضفملا يف ،كرغص له 
؟ركذتت 
ديرتأ نأ بعلن ؟اهب 
،معن   انسح 
،ايه هطم 
‘Stretch Armstrong’ is a toy, the image is essential here to understand that. ‘This’ is a 
demonstrative pronoun stands for the toy ‘Stretch Armstrong. ‘Your’ and ‘we’ are 
personal deictic devices; ‘your’ refers to the addressee ‘Walter’ while ‘we’ refers to both 
‘Walter and his sister Odessa’. The action of stretching and playing with the toy can be 
viewed smoothly.  
In English, the general word ‘thing’ is used meanwhile it is rendered as ‘toy’ in Arabic. 
Similarly, the phrase ‘do it’ is translated as ‘play with it’ and it could also be translated as 
‘stretch it’. That will help viewers understand the situation fully.  
 
Figure 16: Image is significant to understand the dialog.  
Odessa: 
 
 
Walter! 
Look what I found! 
This is from you 
and Tim Linderman. 
Do you remember, we were 
gonna backpack Europe? 
That June Dad died? 
)رتلاو( 
رظنا اذام تدجو! 
هذه  عم كتلحر نم)ميت نامردنل( 
؟ركذتتأ  ىلإ ةلحر يف بهذنس انك
)ابوروأ(؟ 
 
يف رهش وينوي امدنع يفوت ؟يبأ 
59 
 
Man! What is in here? هابر!  دجوي اذامانه؟ 
‘Look’ draws attention into what is going on the screen. The backpack is not mentioned: it 
can only be seen. ‘Here’ is a spatial deictic device indicates the bag. There is a strong 
cohesion between the verbal statements and the visual item. 
 
Figure 17: Integration of image and references.  
Mom: 
Walter: 
Mom: 
 
 
Walter: 
Look at you and your dad! 
Is that my tournament one? 
He was so proud of this. 
Sharing your accomplishments 
with the whole world. 
It's from the Fairview 
Small towner, Mom. 
رظنأ !كيبأ عم كتروص ىلإ 
اذهأ لاقم ؟ةلوطبلا 
ناك   اروخف هب ةياغلل 
دقل ىهابت كتازاجنإب مامأ ملاعلا عمجأ 
 
هنإ لاقم  ةريغص ةيلحم ةفيحص نم
يمأ اي 
Similarly, ‘Look’ makes the screen the center of attention. In English, there is focus on the 
visual aspect unlike Arabic. The Arabic subtitles include those visual items ‘ كتروص عم 
كيبأ’= ‘your photo with your dad’ and ‘لاقم’= ‘article’ instead of ‘one’ and ‘it’. It is 
preferable to mention them in Arabic to avoid ambiguity and misunderstanding. Adding 
the kind of the tournament sport would create coherence as this scene is related to other 
ones ahead. 
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Figure 18: Unclear image. 
Ted: 
 
Walter: 
 
 
Ted: 
 
Really? Because it looks like 
you're playing with toys. 
No, this is a gift. 
Yeah, the negative needs to 
go through a very technical... 
I'm sorry. I can't have a 
professional conversation with you. 
You and your little blonde pal. 
؟ اقح  يل ودبي ذإكنأ بعلت ىمدلاب 
 
،لا هذه ةيده 
،معن بجي نأ رمت ةروصلا ةيبلسلا 
ةيلمعب ةينقت... 
فسآ لا عيطتسأ ضوخ شاقن ينهم 
كعم 
تنأ كقيدصو رقشلأا 
This scene takes place in the elevator, the participants are Walter Mitty and Ted 
Hendricks. The viewers can see Walter carrying the toy ‘Stretch Armstrong’ in his hand, 
so the image complements the dialog. When Ted says ‘it seems you’re playing with toys’, 
he is looking at the toy. Ted does not have a good impression on Walter from the first time 
they meet that is why he always underestimates him. ‘This’ refers to the toy as well as 
‘little blonde pal’, the word little is not translated but it can be figured out from the gesture 
of Ted’s hand. 
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Figure 19: The dialog is not meaningful without the image. 
Cheryl: 
Walter: 
Cheryl: 
Walter: 
Cheryl: 
Walter: 
Cheryl 
Walter: 
Is that another clue? 
Yeah. This one's okay. 
Yeah? 
There's a boat there, I think. 
"Erkig... " 
Snek. 
Erkigsnek? 
Yeah. 
له اذه ؟رخآ ليلد 
،معن اذه ديج ليلد 
؟ اقح 
دجوت  ةنيفسكانه نظأ ام ىلع 
)غيكريإ...( 
)كينس( 
)كينسغيكريإ( 
معن 
Cheryl is pointing to the picture -asking- ‘Is that another clue?’ Consequently, ‘that’ refers 
to the picture with Walter. There is a substitution; ‘One’ stands for ‘clue’, in Arabic it is 
mentioned. ‘There’ is a spatial deictic device indicating a far distance. 
 
Figure 20: Gesture indicates the references. 
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Walter: 
Rich: 
 
Walter: 
Rich: 
Walter: 
Want me to show you something? 
Sure. 
Here. 
I like your trucks. 
Thanks. 
Now check this out. 
دوتأ  نأكيرأ ؟ ائيش 
ديكأتلاب 
لضفت 
ينبجعت ةيلآ قيلعتلا 
ش  ارك 
رظنأ  اذه ىلإنلآا 
The verbs ‘show’ and ‘check’ draw attention to the image and the actions that will take 
place. Viewers can see Rich giving his skateboard to Walter. Previously, viewers have the 
idea that Walter was interested in skateboarding and he once won a competition when he 
was younger. ‘Now’ is a temporal deictic device, so it is time to see some of Walter’s 
skills.  
 
Figure 21: The verbs (show and check) draw attention to image. 
Cheryl: Hey, buddy! Here! 
Rich, Rich! Not so fast! Here! 
Take that. 
يزيزع !ذخ هذه! 
)شتير(، )شتير( !ةعرسلا هذهب سيل ! 
ذخ هذه! 
In this scene, Cheryl is calling her son ‘Rich’ to give him the helmet. ‘This’ refers to the 
helmet and that could not be understood without paying attention to the image. ‘Here!’ in 
the first subtitle is translated as ‘ ذخ هذه ’= ‘take this’ to draw the attention of viewers to the 
helmet. 
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Figure 22: Image is necessary to understand the situation. 
A sailor: 
 
Walter: 
Will this work? 
For your items? 
Oh, yeah. 
Thank you. 
له يفيس اذه ؟ضرغلاب 
عضول ؟كئايشأ 
معن 
  اركش 
The verbal statements depend on the image to be understood. ‘This’ refers to the bag the 
sailor carrying; Walter’s bag is not in a good condition after the shark attack. 
 
Figure 23: “This” refers to an unmentioned visual item.  
A sailor: 
Walter 
Hey, I'll take this, buddy. 
Okay. 
،عمسا ذخآس هذه كنم اي يقيدص 
  انسح 
‘Hey’ is rendered as ‘listen’, there would not be any problem if it is omitted. ‘This’ refers 
to the old bag as can be seen. 
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Figure 24: “This” refers to an unmentioned visual item.  
Walter: 
A sailor: 
Walter: 
Is this Sean's? 
Yeah, he wrapped the cake in it. 
This is a shoot itinerary. 
It's a field itinerary 
for a photo... 
له هذه ةقرولا  صخت)نوش(؟ 
،معن فل ةكعكلا اهب 
اذه  ريوصتلا راسميذلا هكلسيس 
هنإ  ريوصتلا راسم 
Here, a new clue is found, so it is important to make sure that the audience is aware of 
that. In English, the word ‘paper’ is not said, just ‘this’, but in the subtitle it is written. 
However, there will not be any cohesive problem if it is not included and the subtitle will 
be shorter. There is also addition in the subtitle ‘ يذلا هكلسيس ’= ‘which he will follow’ that is 
also understood. 
  
Figure 25: Addition is necessary to clarify the image.  
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Walter: 
The boy: 
Walter: 
It's a long board. 
Yeah. 
What is that? 
كيدل حول )جلزت( ليوط 
معن 
اذام بتك ؟هيلع  
The skateboard is the core of this scene, the subtitler can make use of the presence of the 
item on the screen. ‘Board’ could be translated literally no need to use the full name 
‘skateboard’. The utterance of ‘that’ occurs with the action of pointing at the word written 
on the board. The question is modified in Arabic, it is rendered as ‘What is written on it?’.  
 
Figure 26: Image could be used to shorten the subtitle. 
Walter: 
Cheryl: 
Walter: 
Hey, I got more clues. 
What did you find? 
There's a date that Sean wrote. 
And some words on a cake wrapper. 
"Rajqawee," "Buzkashi"... 
and "Warlocks. " 
يعمسا، تدجو   اديزم نم ةلدلأا 
ام يذلا ؟هتفشتكا 
نود )نوش(   اخيرات 
ضعبو تاملكلا ىلع فلاغ ةكعك 
)يواكجار(، )يشاكزوب( 
و "ةرحس"  
‘Hey’ is translated as ‘listen’ because Walter is calling Cheryl on the phone and that is a 
good choice to keep the parallel between the image and the dialog. The date can be seen 
on the paper as well as the words. There are three words on the paper two of them are 
rendered just the same because they are not English words and the third one is translated.  
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Figure 27: Rendering words without translation for the purpose of the plot. 
Sean: That looks like fun. 
I think I'm gonna jump in. 
ودبت ةبعل ةعتمم 
دقتعأ يننأ كراشأس 
Viewers can see some people playing football and Sean is talking about the game. They 
are far away from the place where Sean and Walter are, that is why ‘that’ is used. In 
Arabic subtitles ‘that’ is replaced with ‘game’. On the other hand, there is ellipsis in both 
English and Arabic and that does not affect cohesion, ‘jump in the game’. 
 
Figure 28: Clarification is used for better understanding. 
Cheryl: 
 
 
 
The last issue, it should be here. 
It came out this morning. 
Man. Walter. 
Should we go buy one of those? 
ددعلا ،ريخلأا ضرتفي هنأ لصو اذه 
حابصلا 
 
له انيلع ءارش ؟ةخسن 
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Walter: 
Cheryl: 
Walter: 
Yeah. I was probably gonna... 
Probably gonna go back later? 
Yeah. 
،معن تنك ىلع حجرلأا... 
عجرتس   اقحلا 
معن 
In this scene, Walter and Cheryl are walking along the street when they see a bookstore. 
Viewers can realize the meaning of the spatial deictic device ‘here’ from the picture. In the 
subtitle, ‘here’ is omitted and that omission does not affect the meaning. ‘One of those’ 
rendered as ‘ةخسن’= ‘a copy’; in English the word ‘one’ is a substitution of ‘a copy’ and 
‘those’ refers to the last issue of the magazine. On the other hand, in Arabic the intended 
meaning of ‘one’ is used, but ‘of those’ is omitted. This, however, does not affect 
cohesion because viewers can see the copies of the magazine.   
 
Figure 29: Visual items and dialog are one unit. 
 
On the other hand, the physical appearance of Ted Hendricks, more specifically his beard, 
has a considerable effect on cohesion. Both Cheryl and Hernando refer to him as ‘beard 
guy’, so the audience must be aware of the intended person. The first time when Walter 
meets Ted in the elevator, he imagines that he is making fun of Ted’s beard saying that the 
beard does not fit his face.   
Walter: I was saying, you know who 
looks good in a beard? 
Dumbledore, not you. 
تنك  هبسانت نم ملعت تنك نإ كلأسأ
ةيحللا؟ 
(رودلبمادنأ سيلو ،)ت 
There is an exospheric reference here ‘Dumbledore’, who is one of the characters in 
‘Harry Potter’. There is a space to mention that, so that audience could understand.  
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Cheryl: I wanted to tell you, 
that song, "Major Tom"? 
Back there, when 
the beard guy was... 
تدرأ  دئارلا" ةينغأ ركذتتأ كلأسأ نأ
)موت(؟  
يف بتكملا،  اهب كادان يتلا ةقيرطلا
لجرلا يحتلملا 
Cheryl says that to Walter while they are at the park. She refers to ‘Ted Hendricks’ by 
describing him ‘the beard guy’. To make sure that audience could understand that, the 
subtitler made a good decision by clarifying the meaning of ‘Back there’= ‘ يف بتكملا ’  
 
Figure 30: Text message. 
ةلاسر نم ... )ودنانريه( 
يندرطيس يحتلملا !ةدجنلا ! ابيرق كري مل نإ 
 
Hernando sends that message to Walter while he is in Greenland. The word ‘guy’ is 
omitted since that will make the subtitle shorter and the meaning will not be unclear. 
 
4.4 Gestures and body language 
Gestures and body language constitute a form of nonverbal communication; they carry 
meaning. Sometimes they are expressed in parallel with verbal statements. Sometimes 
they are conveyed without saying anything. “We speak with our vocal organs…. we 
converse with our whole body” (Abercrombie, 1963, p. 55).  
 
There are four types of nonverbal signs: paralanguage, such as intonation, kinesics, 
proxemics and cultural signs (Sanz Ortega, 2011). Subtitlers should be aware of such 
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things because they can affect the comprehension of incidents. Here, the role of the 
subtitler is to give audience space to see the gestures and understand them. They also can 
use them to produce shorter subtitles.   
 
Figure 31: Gesture of hands and face expression. 
In this scene, viewers can see the way Walter is moving his hands wondering why he 
cannot send a wink to Cheryl using his eHarmony account. Furthermore, they can see the 
signs of shock on his face. This gesture is universal, so it can be easily understood.  
 
Figure 32: Gesture with explanation.  
In this frame, Hernando expresses his respect and love for Sean using this gesture while 
speaking, and so the audience can understand the meaning from the speech. 
Sean O'Connell still shoots on film. ام  لاز)نوش لينوكوأ( ديلويليسلا ملافأب روصي 
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That results for me in a man crush. اذهو ام ينلعجي هبحأ 
 
Figure 33: Universal gesture. 
This image is the most distinctive; it relates to the next step, Walter is taking. Here, Walter 
imagines Sean telling him to “come here” using hand gestures. Immediately Walter leaves 
his workplace and rushes to the airport. 
 
Figure 34: Confusion. 
This gesture indicates confusion; Walter cannot make up his mind to take the risk and go 
with the drunken pilot to the boat where Sean could be or give up and go home. Before 
this gesture, he refuses to join the pilot but after that he gets motivated and joins him.  
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Figure 35: Reaction to realize what happened. 
This action takes place after the shark attack. Walter wants to make sure that what happens 
is real, not a dream. There is an integration between the image and the utterance. 
Walter: Oh, my God. 
That really happened? 
Real face. 
اي يهلإ! 
له ثدح كلذ ؟ اقح 
هجو يقيقح 
 
Figure 36: Gestures for communicating with people speaking different language. 
Gestures are useful to communicate with people who do not speak the same language. In 
this scene taking place in Iceland, Walter uses gestures to make the boy understand the 
meaning of ‘trade’. He wants to give the toy called ‘Stretch Armstrong’ to the boy and 
take his skateboard in return. In this instance, images and words are well-integrated. 
Another example comes from the scene in the Himalayas: 
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Figure 37: You 
 
Figure 38: will go that way 
  
 
Figure 39: He 
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Figure 40: and me 
 
Figure 41: will go that way.  
This scene takes place in the Himalayas, and no word is spoken. The participants are 
Walter and his guides, the two little strong men. They use gestures to tell Walter that it is 
time to separate and that they will take different direction from his.   
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Figure 42: Face expression and emotion. 
This close up shot is very expressive; it allows the audience to perceive the emotion of this 
character. Sean looks happy watching the snow leopard and living in the moment. 
Walter: 
Sean: 
When are you gonna take it? 
Sometimes I don't. 
If I like a moment... 
I mean, me, personally... 
I don't like to have the 
distraction of the camera. 
Just want to stay in it. 
ىتم طقتلتس ؟ةروصلا 
  انايحأ لا اهطقتلأ 
نإ ينتبجعأ ةظحل ام 
ينعأ   ايصخش 
لاف بحأ نأ عدأ اريماكلا ينيهلت اهنع 
 
بغرأ طقف يف لاءاقب   اسمغنم اهيف 
 
Figure 43: Trying to remember someone. 
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Figure 44: Remembering someone. 
This scene takes place at the airport prison, Walter is asked if he knows anyone in Los 
Angelos that could verify his identity. At first, he says ‘No’ but then he tries hard to 
remember-if there just might be someone (the first screen shows that). In the second shot, 
his eyes seem to suggest that he might indeed have remembered someone. The next scene 
reveals the identity of that someone, while audience members, those who have been 
paying close enough attention, would have been able to anticipate just who someone 
might be from hints they may have recalled from previous conversations.  
 
Figure 45: Holding hands. 
The image above is extracted from the last scene. Walter takes hold of Cheryl’s hand, a 
gesture signifying that he has found his dream girl. 
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4.5 Verbal auditory channel: lyrics 
The soundtrack includes a number of songs, words and music, though none is translated 
except for one, ‘Space Oddity’.  It is the most relevant and expressive song in the film. It 
is about a fictional astronaut called ‘Major Tom’. This song is mentioned first by Ted 
Hendricks when he quoted from it to refer to Walter Mitty ‘Ground Control to Major 
Tom. Can you hear me Major Tom?’ In that scene, Walter is zoned out; stuck in his 
fantasy world. 
Ted: 
 
Tony: 
 
 
An employee: 
 
Ted: 
The employee: 
Ted: 
Do you think, if I hit him with 
a paper clip, would he move? 
I don't know. 
Do it. 
Hello. 
I actually threw 
a toner box at him once. 
Yeah? Did he move? 
No, I missed. 
That's a great story. 
Ground Control to Major Tom. 
Can you hear me, Major Tom? 
له نظت هنأ كرحتيس نإ هتيمر 
سوبدب ؟قاروأ 
لا فرعأ 
مق كلذب 
لضفت 
تاذ ةرم تيقلأ هيلع ةبلع رباحم 
 
؟ اقح لهو ؟كرحت 
،لا دقل هتأطخأ 
اهنإ ةصق ةعئار 
نم  دئارلا ىلإ ةبقارملا جرب)موت( 
له  دئارلا اهيأ ينعمست)موت(؟ 
 
There is sufficient space for additional information, for revealing something about the 
nature of the song, Yet no such information is added.  
‘Hello’ is translated functionally, not literally in this scene; it is translated as ‘لضفت’= ‘here 
you are!’ not as a greeting word.  
 
The second occurs in the meeting when Ted Hendricks recognizes Walter as ‘Major Tom’. 
He wants to see the last cover picture, which is in the keeping of Mitty.  
Tony: 
 
 
 
Ted: 
 
 
 
Walter: 
We'll receive it now 
from Negative Assets. 
This gentleman. 
The last man in. 
Negative Assets. 
What's that? 
Ah, Major Tom. 
Can I get that? 
It's being processed. 
اهاقلتنس نلآا نم مسق روصلا ةيبلسلا 
 
ديسلا يذلا ءاج   ارخأتم 
 
ام وه مسق روصلا ؟ةيبلسلا 
 
دئارلا )موت( 
له يل اهب 
اهنإ ديق ضيمحتلا ةعابطلاو 
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The third time is when Cheryl clarifies the purpose of that song while she has been at the 
park with Walter and her son. 
I wanted to tell you, 
that song, "Major Tom"? 
Back there, when 
the beard guy was... 
He doesn't know what 
he's talking about. 
That song is about courage 
and going into the unknown. 
It's a cool song. 
تدرأ  ركذتتأ كلأسأ نأةينغأ  دئارلا")موت(؟  
 
يف ،بتكملا لاةقيرط يتلا كادان اهب لجرلا يحتلملا 
 
هنإ لهجي امع ملكتي 
 
اهنإ ةينغأ نع ةعاجشلا ضوخلاو يف لوهجملا 
 
اهنإ   ةعئار ةينغأ 
 
The last time is when Walter imagines Cheryl singing it in Greenland before boarding the 
helicopter. The song accompanies the actions in that scene, and it relates to the entire 
scene. However, only the first part of the song is translated. Literal translation is provided:   
Okay. 
This one goes out to Walter Mitty. 
He knows why. 
Ground Control to Major Tom 
Ground Control to Major Tom 
Take your protein pills 
And put your helmet on 
Ground Control to Major Tom 
Commencing countdown, engines on 
Check ignition 
And may God's love be with you 
This is Ground Control 
to Major Tom 
You've really made the grade… 
  انسح 
هذه ةينغلأا )يتيم رتلاو(ـل ةادهم 
هنإ فرعي ببسلا 
جرب ةبقارملا يداني دئارلا )موت( 
جرب ةبقارملا يداني دئارلا )موت( 
تلوان بوبح نيتوربلا رمتعاو كتذوخ 
 
جرب ةبقارملا يداني دئارلا )موت( 
أدب دعلا ،يسكعلا ليغشت تاكرحملا 
 
دقفت زاهج لاعشلإا كقفارتلو حمةب الله 
 
 
4.6 Nonverbal auditory channel 
Some sounds are very functional: they relate directly to the events and actions depicted at 
the same time. For example, the computer error alert sounds when Walter tries 
unsuccessfully to send a wink to Cheryl. At first, the alert accompanies the note, so that 
the viewers have a clear understanding of the situation. Afterwards, the camera focuses on 
Walter and his reaction to the sound, which indicates that the problem has not yet been 
solved.  
78 
 
  
 
Figure 46: Error alert with sound. 
Both the eruption of the volcano and the sound of the eruption are important for 
understanding why the town is empty and why all of the people he has met along his way 
to the volcano are leaving.  This reveals the meaning of the word ‘eldgos’, which is 
written on the cake’s wrapping paper: Walter thinks it is a name of a street, but the 
meaning of it is ‘eruption’.  
 
There is no need to add a caption reading ‘Sound of volcano alarm’, for example, because 
the excitement of the scene would be diminished.  In order to fully appreciate a film such 
as this, viewers must be allowed to experience its suspense and excitement.  
 
Figure 47: Volcano alarm. 
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Chapter V 
 
Conclusion and recommendations 
 
 
It is a commonplace that Arabic and English are very different languages in terms of 
vocabulary, grammar, syntax, style and phonology. The degree of difference complicates 
the task of subtitlers since they also need to deal with the technical, spatial and temporal 
constraints of subtitling.   
 
Subtitling is a serious responsibility, as Morgan maintains: “Good subtitles cannot save a 
bad film, but bad subtitles can spoil a good one” (2001, p. 164). Film analysis, therefore, 
is as essential as the translation of the script. Translation alone cannot be sufficient. Films 
have a multi-semiotic nature, and subtitlers must keep this fact in their mind as they 
proceed with their work.  
 
Visual elements including images, captions, signs, gestures and facial expressions could 
be used to obviate the long subtitles. However, they too can be ambiguous or at least 
unclear, and it is the function of subtitles to reduce any unnecessary or unintended 
ambiguity. 
Walter: 
A sailor: 
Walter: 
Is this Sean's? 
Yeah, he wrapped the cake in it. 
This is a shoot itinerary. 
It's a field itinerary 
for a photo... 
له هذه ةقرولا  صخت)نوش(؟ 
،معن فل ةكعكلا اهب 
اذه  ريوصتلا راسميذلا هكلسيس 
هنإ  ريوصتلا راسم 
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This scene takes place on the ship while Walter is eating a cake given to him by a sailor. 
Here, the visual item could be introduced more efficiently because there is no need to say 
‘this paper’; ‘this’ is enough as viewers can see the paper. Meanwhile, adding ‘he is 
following’ is intended to help viewers realize that this itinerary is a new clue. In this 
instance, ‘addition’ is a device to maintain cohesion. 
 
In fact, “the more characters are displayed and the more complex words and structures are 
used, the slower it is to read the subtitles” (Tveit 2005, p.105). For example, the word 
‘ةطوشنأ’= ‘band’ is not a simple word and most of the audience will not understand the 
referent.  Reading speeds are slower than speaking speeds, so ‘word for word’ translation 
is not applicable in this case, ‘sense for sense’ translation is more appropriate. Indeed, 
pragmatic equivalence is important for helping viewers understand; therefore, it is 
sometimes necessary to directly address implied meaning.  
Walter: 
The taxi driver: 
Can you turn this off? 
It stays on. 
كنكميأ نأ ئفطت ؟اذه 
لا يننكمي كلذ 
 
The demonstrative ‘this’ refers to the TV in the taxi. ‘It stays on’ is rendered as ‘I cannot 
turn it off’, [and so] it is not translated literally; rather, it is the implied meaning that is 
offered in the subtitle.  
 
Subtitling deals with extra-linguistic elements; therefore, meaning is conveyed by other 
modalities. In this case, strategies such as condensation and deletion are used. Words and 
images must comprise one unit and not contradict one another.  
 
‘My worker bee’ is rendered as ‘ يلماع طيشنلا ’, it must be ‘ يتلماع ةطيشنلا ’. In that scene, mom 
is holding a picture of Odessa working in the KFC. Unlike English, there are feminine and 
masculine nouns in Arabic.   
 
Modification in general is readily apparent in the target language. The Arabic version 
includes full sentences and expressions. Expansion is commonly used because of syntax 
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and style norms. More attention is generally paid to verbal elements, while visual elements 
could be used more effectively.   
 
In order to produce a cohesive subtitled film, it is essential to translate captions and 
illustrate unfamiliar gestures wherever technically possible and linguistically necessary. 
The examples in the first section of the discussion chapter highlight the importance of 
such translation. The same is applied to exospheric references, such as ‘Dumbledore’ and 
‘Major Tom’. Localization is a good strategy for helping viewers better understand.  
 
Pictures or images are vital for understanding references and personal, temporal, and 
spatial deictic devices such as I, you, us, now, next time, and here. Indeed, some verbs 
turn the attention of viewers back to the screen and images, words such as look, check and 
show.   
  
Omission and condensation are recommended wherever possible for allowing viewers to 
watch more smoothly and comfortably. These strategies could be used more effectively; in 
many places, addition is applied for no apparent purpose. In most cases, where there is 
substitution or ellipsis in English, there is expansion in Arabic, especially with 
‘demonstrative pronouns’ and ‘one’. 
 
The use of long, full sentences is a common trend in Arabic. Abbreviations are widely 
used in English, but they are not common in Arabic. Word choice and consistency are 
important for holding the attention of the viewer, as our discussion of lexical cohesion 
demonstrates that. In Arabic, the word ‘picture’ is always mentioned when talking about 
‘the negative’, while other expressions are used in English.   
 
Sounds and song lyrics must also be taken into consideration. Lyrics are sometimes used 
as background or ambient sound with no particularly important role in the production of 
meaning in a film. Conversely, they are sometimes highly relevant to the development of 
plot, and so it is generally preferable to translate them where possible.   
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The four simultaneous channels, the verbal auditory channel, the non-verbal auditory 
channel, the verbal visual channel and the non-verbal visual channel, are interrelated. 
They all have a role to play in communicating information, facts, attitudes and even 
emotions. It is the job of subtitlers to string these pearls on a thread in an attractive, well 
organized way. 
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  العربية اللغة إلى الانجليزية اللغة من الترجمة في المرئية والترجمة الاتساق
 
  أبوحسين محمد مصطفى أميمة: إعداد
 
  ثوابتة محمد. د: إشراف
 
 ملخص
 دورا   اللفظية وغير اللفظية العناصر تلعب. كثيرة ولغوية ةتقني تحديات من تفرضه لما ومعقدة صعبة المرئية الترجمة
الأفلام لذا يتوجب على المترجم مواكبتهما معا . تبحث هذه الدراسة في طبيعة التفاعل بين الترجمة المرئية  فهم في مهما  
عنى خاصة في الترجمة الاستراتيجيات المتبعة للمحافظة على اتساق المتدرس والنواحي السيميائية المتنوعة للأفلام و
اللفظية  ، القناة السمعيةمن اللغة الانجليزية إلى اللغة العربية. كما أنها تلقي الضوء على أهمية القنوات المتزامنة الأربع
ل المادة افي استمرار ترابط النص طو غير اللفظية، المرئية اللفظية والقناة المرئية والقناة السمعية غير اللفظية والقناة
 3102المنتج عام  ’yttiM retlaW fo efiL terceS ehT‘ترجمة. للقيام بذلك، تم توظيف بعض المشاهد من فيلمالم
 السيميائية النواحي أخذ مع )6791( واعتمد تحليل الحوار على أدوات الاتساق التي اقترحها كل من هاليداي وحسن
 الشاشة على المكتوبة والملاحظات الصور لأن لوحدها ليس كافيا   المحادثات ترجمة فإن عموما ،. الاعتبار بعين
 مساعدا   عاملا   المتعددة السيميائية السمات تكون قد. ىمهمة لفهم المعن والأغاني والأصوات والإيماءات والإشارات
 إلى تاجتواح مفهومة غير كانت حال في مغايرا   دورا   تلعب قد أنها حين في أقصر الترجمة جعل في تساهم حيث
يلفت الانتباه هو ظاهرة التوسع والتعديل في الترجمة العربية بسبب قواعدها وأسلوبها  ما أخيرا ،. لتوضيحها الترجمة
ونمطها. أما بالنسبة للاستراتيجيات التي استخدمت للمحافظة على الاتساق فهي الحذف والإضافة والتعريب والدمج 
 والتلخيص.
